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PREFACE 


The study of Harmony generally consists of writing notes, mathematically 
calculated from a figured bass, without hearing their sound or understanding 
their use and bearing upon playing or singing. A musician must be able to read 
and hear written music as readily as he reads his mother tongue. 

The purpose of this book is to show the pupil how to study and apply Har- 


mony, to develop the ability to hear what is written and to furnish exercises for ~ 
study. 


Each Lesson is divided into three Sections: Section A contains the exercises 
for written work, applying Harmony to Melodic Construction and Harmoniza- 
tion, and the study of Form; Section B, the exercises for Harmonic, Interval and 
Melodic Dictation; Secbon C, the exercises in Singing Intervals, Rhythms, 


Chords and Soiccadine! 


In class-work it has been found practical to use two fifty-minute periods a 
week, devoting one period to Sections A and B and the other to Section C. The 


- explanations at the beginning of each Lesson combined with Section C can be 
used for the study of Sight-Singing without the written work of Section A and the © 
_ Ear-Training of Section B. 


Following is a plan of the book, showing the development of the work ad 
order in which the factors are taken up. 
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CHAPTER 4 
TRIADS 


A Chord is a combination of three, four or five tones placed one above the 


S7th 
other in thirds: he 
00! 


The tone upon which the chord is built is called the Root. 

The next tone is the third, the next the fifth, the next the seventh, the next 
the ninth of the chord. Each tone is aus from its interval-relationship to the 
root of the chord. 


A three-tone chord is a Triad: = a A four-tone chord is a Chord of the 
=E= : 


Seah (seventh-chord) : == A five-tone chord is a Chord of the Ninth 


(ninth-chord): == 


A chord may be built upon each tone of a key. 

A chord is named from the degree of the scale which is its root. If the root 
is the first degree of the scale, it is a One Chord (1), or Tonic Chord; if the fifth 
degree, a Five Chord (V), or Dominant Chord; etc. 


We STL NIV MOAVES le VIE ve 


Roman numerals are used as symbols of chords. 

In triads, there is a duplication one octave higher of one of the tones, generally 
the root. The tonic chord is 1, 3, 5, 8; the dominant chord 5, 7, 2, 5; the sub- 
dominant chord 4, 6, 8, 4; the two chord 2, 4, 6, 2; the six chord 6, 8, 3, 6; the 
PotecicnOrg 3.05) 75.3. 

The I, V and IV chords consist of a major third and a perfect fifth from the 
root. These chords are major chords. The II, VI and III chords consist of a 
minor third and a perfect fifth from the root. These chords are minor chords. 
The VII chord consists of a minor third and a diminished fifth from the root. 
As this chord upon the leading tone is imperfect, i.e., the only chord with a 
diminished fifth, and is included in and used as the seventh-chord built upon the 
dominant, it is not considered, by most theorists, as an independent triad. 

A chord is major or minor according to the size of its third. 

Chords are arranged in harmony for four-part vocal. music. The upper 
part is the Soprano, the next the Alto. These are written on the G staff. The 
next voice-part is the Tenor and the next the Bass. These are written on the F 
staff. 

A chord is in octave position when the 8th of the chord is in the soprano. It 
is in the position of the 5th when the fifth of the chord is in the soprano. It is 


[1] 
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in the position of the 3rd when the third of the chord is in the soprano. » The | 
root is in the bass. The position of a chord has nothing to do with Inversion, 
which will be treated later. AVE 
. Chords are used in music to establish the key and to give accent. The pro- 
gression or resolution of one chord into another produces an accent. ‘Therefore, 
the chord on the unaccented pulse resolves into the chord on the accented pulse. 
Chords are built upon the tones of the key, i.e., the different tones found 
by dividing a string into thirds, and not upon these pitches arranged in the 
major scale relationship. Chords are related to and progress to the I chord as 
these tones are related to the key-tone. If C is the key-tone, the tones of the 
© VII 


syn 
= 
key are: Ge 
=I 
@ Iv t VII 
III 
VI 
These tones as roots of chords and arranged in this order are: z 
: I 
IV 


The only tone in this series which is at rest is the key-tone. ‘The other tones 
are active in their relationship with C. In arranging the chords the IV is trans- | 
posed and placed between the II and the VI, as the II’ chord includes the IV 

a 


and is nearer the key-centre. GEE 
| ei 


X 


‘Compositions generally begin with the I chord and may progress to any 
chord. As all other chords are active, they will have to progress to more active 
chords until they come to rest on the I chord. For example, if we progress 
from the I to the VI, the VI will progress to some other chord nearer the centre, ~ 
the IV, IT or V, and then to the I. ' 

The V and IV chords are the only chords which may progress immediately 
to the I. The other chords will pass through V or IV before going to I. The 
III always goes to IV or II before going to V. 

This law of the progression of the rocts of chords is known as the Harmonic 
Law and the progression from one tone to the next in this series an Harmonic 
Step or Degree. ‘ | 

The three upper voices of chords resolve according to the law of active and rest 
tones in the major scale which is the Melodic Law. It will be found that if the — 
root of the chord fulfills the harmonic law the three upper voices will fulfill the 
melodic law. 
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When the V chord progresses to the I chord as in (a) the root V in the bass 
progresses an harmonic step to the I; the 7th degree i in the soprano progresses to 
the 8th; the 5th degree, which is a teat tone, remains stationary; the 2nd degree 
progresses to the 3rd. 

In the progression IV to I, as in (b), the root IV in the bass goes to the I; 


the 6th degree in the soprano to the 5th; the 4th degree to the 3rd; the ist ne 


degree remains at rest. 
In the progression IV to V, the root of the IV progresses harmonically to 


the root of the V; the 6th degree i in the soprano moves to the 5th; the 4th degree, 


which must resolve down, moves to the 2nd, as there is no 3rd degree in the V 
chord the 8th degree moves to the 7th. 


Lesson I. 


Section A. 


(x) Learn the arrangement of the chord roots in the harmonic series. 
(2) Construct melodies, phrases in length, in 6/8 meter, using the I, V and 
IV chords as a basis for ihe melody. Employ any of the following te 


J. dibdddd i Jesere 


In writing a melody, using chords as a basis, first divide the staff into 
measures and place the chord symbols underneath, one chord for each pulse. 

The choice of chords is determined by the fearon law. 

A chord may be repeated within a measure, but not over the bar. | 

A phrase when regular will begin with the I chord on the accented or ‘un- 
accented pulse and will end with the I chord on an accented pulse of the fourth 
measure, preceded by the V chord. This is an Authentic Cadence. If the final 
I chord is in the position of the octave, a Perfect Authentic Cadence results; if in the 
position of the third or fifth, the cadence is known as Imperfect Authentic. A phrase 
generally ends with a Perfect Authentic Cadence. 

A melody may follow the line of a scale up or down. In working from an 
harmonic basis the melody will move along the scale-line from some tone of the - 
chord on the pulse. Not all the tones of the scale will be found in this chord. 
The tones which come between the tones of the chord are called Passing-Tones, 
and do not affect the harmony. 

At any time the melody may stop and Sabelligh a tone of the chord by pro- 
gressing to the tone a half-step or whole step above or below. ‘These tones are 
known as Neighboring Tones, and do not affect the harmony. Neighboring tones 


-. must always return to the ep neiDn tone and may never jump, unless from the 


upper to the lower neighbor or the reverse. 
All skips, single or consecutive, must occur between tones of the’ chord. 


Occasionally a.skip may be made to a neighbor; the Ue Bn Os must immediately 


resolve to the principal tone. 


For example, divide the staff into four measures. As these melodies are to be 
in 6/8 meter, we shall have two chords in each measure but the last. The phrase 
may end on the first or second pulse of the fourth measure as it is a compound 
meter. On the first pulse we may have aI chord and repeat it for the second; 
on the third the V and its resolution on the fourth; then the IV, which may go 
either to the V or I. In the following Ss the IV will move to the V on: 


account of the cadence. 
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The melody may start with 8 and progress down the scale to 3, making b, 
a and f, passing-tones; then to 2, a part of the V chord on the next pulse; then 
(Woks & the lower Peichbos ole; and back to 2; then to 3 for the I chord, passing 
through 4 and 5 to 6 for the IV chord; then skip i in the IV chord from 6 to 4 to 8; 
turning after the wide skip to 7, a mene of the V chord, and passing Wagers 
8 up to 2 and returning to 8 for the cadence. 


Section B. 


(1) Play the following chord successions, listening to the difference in sound 
of the land Vchords. The I chord gives a feeling of rest, because the root is the 
fundamental tone in the harmonic series and the three upper voices are rest 
tones of the major scale. If the I chord is in octave position, it sounds com- 
plete; if it is in the position of the third or fifth it gives a feeling of rest, but | 
sounds incomplete or questioning. 

The V chord sounds unfinished and as if the I chord should follow. It is an 
active chord and needs resolution into the I chord, because its root is the nearest 
related tone to the I chord in the harmonic series and two of its upper voices 
are active tones in the major scale and demand resolution. 

In listening to the chord, hear it as a complex of tones, if it is at rest or needs 
* resolution, do not listen primarily to the bass or soprano. In chord repetitions 
the same sounds will be heard, but in different arrangement. 

¢ 


Practise as follows: 
(a) Play each exercise several times, determining if the chords are active 
or at rest. 
(b) After each V chord pause for a moment so that the mind may 
realize the demand for resolution. 
(c) Play the first chord and think the sound of the others. Test with 
the piano to see if you think correctly. 
(d) Use each exercise for dictation as follows: 
(1) Rule the staff for four measures. 
(2) Have someone play the exercise slowly, twice. 
(3) At the second playing write the chord symbols according as you 
think it is the I or the V chord. 
(4) Have the exercise played again and write the numbers of the 
scale steps in the soprano. 
(5) Compare your version with the exercise. If there is a mistake, 
play your version, then the correct chord, until you hear the 
mistake. 


Su 2 85 - Byr7 8 
Exercise 1 would be written: 
TVS Pera I 


The chords of this exercise will be heard thus: The first chord as the I, the 
next a different chord demanding resolution into the I, so it must be the V; the 
next the I, as the resolution of the V; the next as the same chord, the position having 
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been changed; the next a different chord and an active chord; the next the same 
chord in a different position; the last the I, as the resolution of the V. 


a be bee. 


(2) An Harmonic and most Melodic Ruaereals are parts of a chord and 
sound in relation to the root of the chord. 

All the intervals in the I chord are consonant intervals, or-intervals which 
do not need resolution. 

The Major 3rd, 1-3, from the Root to the Third of the chord. 

The Minor 3rd, 3-5, from the Third to the Fifth of the chord. 

The Major 6th, 5—3, from the Fifth to the Third of the chord. 

The Minor 6th, 3-8, from the Third to the Eighth of the chord. 

The Perfect 5th, 1-5, from the Root to the Fifth of the chord. 

‘The Perfect 4th, 5-8, from the Fifth to the Eighth of the chord. 

Since the I, V and IV chords are major chords, their interval content is the 
same. 
As these chords are used in composition, the same intervals occur between 
different scale-degrees. 


In the V, or Dominant Chord: In the IV, or Subdominant Chord: 
Major 3rd, Root to Third, from from the 4th—6th degree 
5th —7th degree ) 
~ Minor 3rd, Third to Fifth, from from the 6th— 8th degree 


7th—2nd degree 
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Major 6th, Fifth to Third, from from the 1st— 6th degree 
2nd—7th degree 

Minor 6th, Third to Eighth, from from the 6th— 4th degree 
7th — 5th degree : 

Perfect 5th, Root to Fifth, from from the 4th — 8th degree 
sth—2nd degree 


Perfect 4th, Fifth to Eighth, from. from the Ist — 4th degree 
2nd — 5th degree aa 


All these intervals are consonant and are therefore complete, requiring no 
resolution; as they occur in the I chord there is no question as to their position 
in the key. As different chords are used and four or five intervals occur in a 
chord, other than the I chord, there is a danger, because of their consonant 
quality, of losing the feeling OF active and inactive scale-degrees or of the key- 
centre. This cannot happen if the change of chord is recognized and the posi- 
tion of the intervals in the chord is known. For example, in this series the first 
three intervals, a major 3rd, 1-3, a perfect 5th, 1-5, a minor 6th, 3-8, are 
known to bein the I chord, as music generally begins with the I chord. 


The next interval might be heard in the following ways: 

(a) Asa major 3rd, but not in the I chord. If the new chord is recog- 
nized as the V chord, its position is known to be from the ets to 
the 7th degree of the scale. 

(b) If the scale-degrees 5 and 7 are recognized, it is known to be a major 
3rd and a part of the V chord. 

(c) The 7th degree might be recognized as the upper tone of a major 
3rd, so the interval is from the 5th to the 7th degree and a part of 
the V chord. 


The next interval might be heard:. | 

(a) As a perfect 5th and in the same chord as the preceding interval, 
therefore from the 5th to the 2nd degree. 

(b) If the scale-degrees 5 and 2 are heard, it is known to be a perfect 
5th i in the V chord. 

(c) It is more likely to sound 1 to 5, or Race to Fifth. This interval is 
felt to be a part of the same chord as the preceding interval, so 
it could not be from the 1st degree to the 5th, but from the Roce 
to the Filth of the) ee and from the 5th to the 2nd degree. 


The next interval, a te 4th, will undoubtedly aonnd like 5 up to 1; the 
next, a minor 6th, 3 up to 8. Unless we realize that these intervals are in the 
same chord as the two preceding and sound in relation to the root of that chord, 
the key-centre is lost. If they are known to be a perfect 4th, from the 5th to 
the 1st (or Root), and a minor 6th, from the 3rd to the 8th of the V chord (not 
of the scale), they are easily placed in the key. 

The last interval is heard as a major 3rd in a diferent chord. As only the 
I chord may follow the V chord, the interval must be from 1 to 3. 
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Practise the following: 
(a) Play the I, IV and V chords in the key of C. Think the sound 
of the intervals. Test with the piano. The intervals in 
Exercises 1 and 2 are in the I and V chords; in Ex. 3, 4, 5 and 6, 
in the I, IV and V chords. 
(b) Play the intervals, listening to determine how they sound in relation 
to the root of the chord and to the key-centre. 
(c) Play the lower tone, sing the upper tone of each. 
Play the upper tone, sing the lower tone of each. 


~— Q) Exercises: for Melodic Dictation and Sight-Singing. 


Practise: 
(a) Play the I, V and I chords in C major to establish the tonality. 

(b) Read the melody mentally, without singing, at a moderate tempo.. 
MM jg.=72. Test with the piano. If you cannot hear the 
melody mentally, play the melody, then try to read it men- 
tally. It is most vital that written music should be read and 
heard mentally as readily as one reads English. 


If this is at first difficult, persist: it is the greatest aid to sight-singing. 


(c) Play the phrase twice, look away from the music and sing the phrase: 
from memory to la. Test. Repeat until successful. 


Sing from memory, using the number-names of the scale-degrees; then use 
the letter-names. 


(d) Play the I, V and I chords in D Major. Sing the melody, using 
first the number, then the letter-names. Transpose the melody 
to B Major in the same way. 

‘Nore. Let the construction of the melody help in memorizing. In 2 the first four notes form a 


figure, the next four are in a sequence with it: the next measure is a scale-line on the first pulse and a wide: 
leap on the second. 
i 


aE ele 
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In singing and memorizing a melody beginning on the up-beat, be sure that the 
measure is felt from the up-beat to the up-beat. § 2) \ d dd ? \ d dd 


(e) Have someone play the melodies for dictation as follows: 


tones or neigh- 


allowing the other tones to be passing- 


chords to a measure, using the I, IV and V chords on the 
Number I would be harmonized: 


pulses, 


(1) Play the entire melody with simple chord accompaniment, two 
bors. 


y. The form 


; the meter by the number of 


is determined by the cadence 


pulses in the phrase. 
(2) Play the phrase twice while the pupil listens and memorizes the 


The pupil decides the meter and form of the melod 


The pupil should relax and allow the entire phrase to 
an impression on the mind; he should not spend time 


tune 
make 
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trying to determine the note it begins on or analyzing a 
rhythmic complication. After the mind has grasped the phrase 
it is easily analyzed. As these phrases are in compound meter, 
remember that a mental breath in the middle of the pirace 
will help in memorizing. 

(3) The pupil writes the melody on the staff. At this stage there 
should be no difficulty in writing, but if there is, make an out- 
line as in the elementary work. 


Gre5 8 6ba:8 eee. 8 
Sec 3 go geet Aa 
If the pupil has trouble with the rhythm in only one measure, 
write dots for the pulses and determine the figure on each 
pulse. 
(4) Play the phrase again for correction. 
(s) After the melody is written, the pupil should mark the chords 
that may be used for harmonizing the melody, as well as the 
rhythmic figures, sequences and repetitions. . 


CMAs 4 aa 


The chord symbols indicate the harmonic background. The 
question of inversions to avoid parallel fifths and octaves is 
left until those points are taken up in the theoretic study. 


Section C. 
(1) Absolute Intervals. 


In sight-singing there is no need of thinking the interval name or the size 
of the skip made, as long as the key is known. It is only when this feeling of 
~ key has been broken down by unusual skips or a modulation that a knowledge 
of how to sing absolute or unrelated intervals is needed, and then only until 
the tonality has been reéstablished. ‘The position of intervals on the staff and 
in the major scale, also of what chords they are a part, must be known so that 
they may be quickly recognized and sung. 
There are major 3rds on the staff from c-e, f-a, g—b; in the major scale from 
13, 4-6,°5-7; m the lt, V,1l, IV, Viand. Ill chords. »” 
To sing a major 3rd up, make the lower tone 1 and sing 3; to sing a major 
3rd down, make the upper tone 3 and sing I. 
(a) Play any tone on the piano, sing the tone calling it 1, then sing the 
tone a major 3rd above, calling it 3. ‘Test. 
(b) Play any tone on the piano, sing the tone calling it 3, then sing the 
tone a major 3rd below, calling it 1. 
(c) Repeat, singing the letter-names of the pitches. 


” 
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(2) Rhythmic Study: sa in g 
@é iid 


6 Jeera 
(b) d OS op ps 
Cg dv enee.| 
ONS GSS aa ae 
® JIS Iie 
did db dide 1d bi 90 vr itcer ee id-ide ot 


As ‘6/8 is a Duple Metre, each pulse divided into triplets, beat two to a meas- 
ure and intone the rhythms. The rhythmic subdivision must be felt and sung 


> 


as aunit. In singing any rhythmic subdivision there is a feeling of relaxation 


after the tone on the pulse, e.g., dus or Joecw or Jadaae In each 
Sa Saa—— ——— 


of these figures there is a feeling of stress on the first tone and relaxation for 
‘the other tones. Each group should be mentally conceived as a figure before 
singing, the eye taking in as a unit the figure on each pulse and not each indi- 
vidual note. It has been found practical in studying these exercises to sing e 
major scale as well as intoning the rhythm on one pitch. Begin on 8 and sing 
down; (a) would be sung: 


The figure aa pal is often confused with d da This is easily corrected, 
as the two sixteenths in the figure d fe relate themselves to and progress 


into the next pulse. The figure Jed halts and is not legato. 


Rhythmic Study contrasting 5 eae and — d Boo 


FAL STITH Abs 
Bi) B00 oR. Bul 1 
Arab : 


a 
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The following Chord Successions are to be practised: 


Fih3) 


Think, or hear mentally, the exercise in a 


(a) Play the key-tone. 


moderate tempo. 
(b) -Sing the chords, using the letter-names, c, e, g, c, etc. 


Sing the 


> ete: 


I, 35 5,8 


steps, 
(c) Write the chord symbols I, V, I, IV, I and sing the letter- and 


~ numbers of the scale- 


number-names from memory. 
(d) Test at the end of each exercise to see if you are singing on pitch. 


5th and 


taking care that the 


repeat more slowly, 


>) 


If below pitch 


8th of each chord are high enough. 
(e) Sing each chord as follows: Root, 3rd, 5th, 8th, 5th, 3rd, Root. 


thinking first the letter, 


? 


as la 


? 


(f) Sing the exercise to a neutral syllable 


then the number-names. 
(g) Repeat each exercise until it can be sung rhythmically. 
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(4) Exercises for Sight-Singing: 


(a) Play the I, V and I chords to establish the tonality. 


(b) Read the exercise through mentally at a moderately slow tempo. 


Test for pitch. 
(c) Sing the exercise to the number-names of the scale-steps; 


to the 


letter-names of the pitches. 


then the 


names, 


thinking first the number- 


he syllable Ja, 
names. 


Sing to t 
letter- 


d) 


( 


In consecutive leaps, think 


Take in each pulse as a unit. 


Beat two beats to the measure. 


Nore. 
the sound of the entire chord. 
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LEsson 2 


* 


each 


In English 
In music a Period 


two sentences, 


in English. 
ty, 
other. 


li 


in rea 


1S, 


ple sentence 


im 
is 


th 
, the one qualifying the 


ds\to.a‘si 
ften used; 


lete thought 


in music correspon 
is form. 


e 


expressing a comp 
corresponds to th 


A phrase 
a compound sentence is o 
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_A Period, when regular, consists of two phrases, each usually four measures 
long. The ae is the Antecedent Phrase, the second the Conseguent Phrase. A 
period begins as any phrase, but the Peccdcnt phrase ends with some tone of the 
V chord, 5,7 0r2. ‘This gives the effect of being incomplete and makes a Semi- 
cadence. ‘The consequent phrase ends with the 1 or 8, a Perfect Authentic 
Cadence. : 

A period is in Parallel Construction when at least the first measure of the 
antecedent and that of the consequent phrase are alike, as Melody 3, 
Section B (3). (Page 18.) 

A period is in Contrasting Construction when the antecedent and consequent 
phrases are different, as Melody 2, Section B (3). 

Melodies are eonsteed | in thre Minor Mode the same as in the Major Mode, 


the Minor Mode being formed from the Major by lowering ths 3rd and 6th 


~ 


- degrees of the Major. 


In using the progression from the 6th to the 7th degrees, the augmented 2nd, 


which sounds like a minor 3rd, is often retained, eae but gen- 


erally in ascending the 6th degree is raised and in descending the 7th degree is 
lowered so as to give a diatonic progression. This is known as the Melodic 
Minor Scale and is used when the scale-line is harmonized with the I chord. 


If the harmony is ‘the IV, II or VI chord, the lowered 7th is fae both in 
ascending and descending. | 


Section A. 


(1) Construct periods inc minor, with both parallel and contrasting phrases, 
using the I, V and IV chords as.a basis for the lee Employ the following 


rhythms in 6/8 meter: ae ts es Jia; d a Joogee: gs 


Section B. 


(1) Play the fllawing chord acne listening to the difference in sound 
of the I and V chords in minor. The I is a rest chord as in major, but is minor 
in quality on account of the lowered 3rd degree. ‘The V chord is active, is major 
in quality, and sounds the same in the major and minor modes. 


16 ADVANCED EAR-TRAINING AND SIGHT-SINGING be 


Practise 1, 2, and 3, as follows: 

(2) Play each exercise several times, determining if the chords are 
active or at rest. 

(b) After each V chord pause for a minute and think the chord of reso- 

lution before playing it. 

(c) Play the first chord and think the sound of the others. Test with 
the piano. 

(d) Have each exercise dictated. Work as outlined on page 4. 

(e) ‘Transpose the exercises of Lesson I to ¢ minor. 

In Exercises 4, 5, 6, 7 and 8, in C major, the IV chord is used. ‘The IV chord 
is major in sound, and is an active chord because its root is the first harmonic 
tone below the Tonic and two of its upper voices are active tones in the melodic 
series. The IV chord resolves into the I, or it may progress into the V. It is 
distinguishable from the V chord because it sounds lower and farther from the 
I; it impresses the ear as if another chord could be played before its resolution 
into the J. It is impossible to think a chord between the V and I. 

Practise these Exercises as follows: 

a) Play each exercise, determining if the chords are active or at rest. 

(b) Pause after each V chord and think the chord of resolution. 

(c) Pause after each IV chord and think first the I chord, then the V 
and I chords. 

(d) Think the sound of each exercise. 

(e) Have the exercises dictated. 

Ex. 5 would be heard: first a I chord; next an active chord, before the reso- 
lution of which another active chord could be substituted; or as an active chord 
resolving into the I and sounding like an “‘A-men,”’ therefore the IV-I; the next 
a rest chord, the I: the next the same chord in another position; the next an 
active chord resolving to another active chord, which must be the IV to the V 
chord; the next the rest chord. 

(f) ‘Transpose each exercise to c minor. 


In minor the IV chord is a minor chord and is distinguished from the I chord, 
which is also minor, on account of its activity. 


“e 

F 
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The intervals in the V chord will not. 


The minor 3rd will occur from the root to the 3rd of the chord; the 


(2) In minor the position of the major and minor intervals in the I and 
major 3rd from the 3rd to the 5th of the chord; the major 6th from the 3rd to 


IV chords will be changed on account of the lowering of the 3rd and 6th degrees 
the 8th of the chord; the minor 6th from the 5th to the 3rd of the chord. The 


perfect intervals will remain the same. 


of the scale. 
change. 


Practise the following: 


Think the sound of the 


Test with the piano. 


intervals. 


(a) Play the I, IV and V chords in ¢ minor. 
(b): Play the intervals, 


listening to determine how they sound in 


cenitre: 


relation to the root of the chord and to the key- 


(c) Play the lower tone, sing the upper tone of each. 


Play the upper tone, sing the lower tone of each. 
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(3) Exercises for Melodic Dictation and Sight 


Singing. 


Practise: 


Sing it from memory to Ja. 


Sing mentally the number-names; then use the letter-names. 


Sing aloud. 
(d) Practise the consequent phrase in the same way. 


(e) Play the entire melody. 


(a) Play the I, IV, V and,I chords in c minor to establish the tonality. 
Play. the antecedent phrase twice. 


(b) Read the melody mentally. ‘Test. 


(c) 


Sing from memory. 


? 


a 


3d 


stitute one for the other until the difference is felt. 
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number-, then the letter-names, in each key. 
analyse the rhythmic figure on each pulse. 


(f) Transpose to. d minor; to b minor; 
(g) Using the arm movement 


If there is’ confusion of J Bes 


Review 


“Rhythmic Drill,” page to. 


’ 


? 
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two chords 


? 


IV and V chords on the pulses 


> 


using the I 
allowing the other tones to be passing-tones or neighbors. 


? 


to a measure 
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(1) Play the entire period with simple accompaniment 


(h) Have each melody distated as follows: 


The pupil decides the form, the construction, if parallel or 


EyMeLenr: 


and th 
the antecedent phrase twice while the pupil listens an 


contrasting, 


(2) Play 


d 
Do not allow the pupil to sing the 


melody aloud. He should sing mentally. 
(3) The pupil analyses and writes the melody on the staff. 


(4) Play the phrase again for correction. 


memorizes the tune. 


(5) Dictate the consequent phrase in the same manner. 
‘(6) The pupil marks the chords for harmonization, the figures, repe- 


titions and sequences and the form of the melody. 


Section C. 


(1). Absolute Intervals. 


There are minor 3rds on the staff from d-—f, e-g, a—c, b-d; in the major 
? 


To sing 


VI and III chords. 


TTS IV. 


V 


; in ‘the I 


65.72 


6- 


3-5> 


scale from 2-4, 


Pe 
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a minor 3rd up, call the lower tone 3 and sing 5; to sing a minor 3rd down, call 


the upper tone 5 and sing 3. 
(a) Play any tone on the piano; sing the tone, calling it 3; then sing the 
tone a minor 3rd above, calling it 5. ‘Test. 
(b) Play any tone on the piano; sing the tone, calling it 5; then sing 
the tone a minor third below, calling it 3. 
(c) Repeat, singing the letter-names of the pitches. 


(2) Rhythmic Sindy: J. ddd 


oW.d Jide vdied dwddial oe seaale ueuel ae 
teide Jd eid oseelueete ean 
ddidid vedes eeele eeese i 
dd iddeddueieddiseveoun 
. didi: dddiederelecdee a 
odd JD pp) ep} pp igdede Sdine: B hat 


The three sixteenths in the figure AUB pp group themselves with the 


next pulse, the same as the two sixteenths in the figure Study usin 
Pp b] gs e vi § 


the arm movement for the pulse and singing each exercise to /a on a major scale, 
as in the preceding Lesson. ‘These exercises should be sung at a moderate tempo, 
about J. =69, gradually increasing to about J.=88. In all of the drill both for 
Rhythm and in Sight-Singing use a light tone so that there is no concern about 
tone-production. 


(3) Practise the following Chord Successions: 
(a) Play the key-tone and sing the exercise mentally. 
(b) Sing, using the letter-names. Sing, using the number-names. 
(c) Sing to la, thinking the letter-names, then the number-names. 
(d) Write out the chord symbols and sing the letter- and number- 
names from memory. In singing from memory, always have a 
mental picture of the staff or look at a blank staff. 


Nore. In exercises 3 and 4, where the descending arpeggio is rapid, it must be thought of as a unit 
8531, not each tone 8, 5, 3, 1. ‘Todo this the mind must relax after the note on the pulse. 
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IV, V and I chords and read each exercise through 
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(b) Sing each exercise to the number-names of the scale-steps; to the 


names of the pitches. 
(c) Sing to the syllable Ja, thinking first the numbes-names, then the 


letter- 


letter-names. 


Note the skips in the IV chord. 
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LESSON 3 


The IT chord is minor in quality and is next to the V chord in activity. It is 
called the Second Dominant Chord because its root is the second dominant from 
the tonic in the Harmonic Series. 

The II chord may be preceded by any chord but the V._ It resolves into the 
V chord. Exceptionally it may resolve into the VI chord, as will be Sse 
later under “Exceptional Resolutions,” in Lesson 4, page 33. 


4 


Section A. . / 


J 


(1) Construct periods in G major, with both parallel and contrasting 
phrases, using the I, V, IV and II chords as a basis for the melody. Employ 
the following Pichia in 6/8 meter: 


ppr ye 18, LT Tt LT. 


Section B. 


(1) Practise the following Chord Successions: 
(a) Play each exercise several times, determining if the chords are active 
or at rest, major or minor. 
(b) Pause after each active chord and think its resolution. 
(c) Read each exercise mentally. 
(d) Have each exercise dictated. Work as outlined on page 4. 


The II chord will be heard as a minor chord. At first it will be confused with 
the IV chord. Always go back and substitute the IV for the II if this mistake 
is made, determining if the qualitv of the chord is major or minor. Remember 
that a chord is not repeated over the bar. 


r. a eer gE Sa MAP oe ote 
Shi oat aaa 
“ a o. jt 
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(2) The minor 3rd and perfect sth in the II chord, are from the root 
to the 3rd and the root to the 5th of the chord: from the 2nd to the 4th and - 


the 2nd to the 6th degrees of the scale. 


The intervals in the II chord will 


follow the intervals in the IV chord, and will be followed by intervals in the V 
Practise the following: 


chord. 
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to the root of the chord and to the key-centre. 
(c) Play the lower tone, sing the upper tone of each. 


sing the lower tone of each. 


Play the upper tone, 


= eee 
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(3) Exercises for Melodic Dictation and Sight-Singing, containing skips in 


the II chord and employing the rhythmic figure eae in 6/8 meter. 


Practise: 


(a) 
(b) 
(c) 


(d) 
(e) 


Play the I, IV, II, V and I chords in G major. 

Read the melody mentally. Test. 

Play the antecedent phrase twice. Sing from memory to Ja. Sing 
mentally the number-names; then use the letter-names. Sing 
aloud. 

Practise the consequent phrase in the same way. 

Play the entire melody. Sing from memory. Use the period-form, 
figures, repetitions and sequences, as an aid to memorizing. 

Use the arm movement for beating the meter and mentally analyse 
the rhythmic figures. 

Transpose to F and A major, singing the number- and letter names. 

Have ‘each melody dictated as outlined on page 19. / 


Rep. Modified 
reap SI 
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Section GC; 


(1) Absolute Intervals. 
All of the 4ths on the staff are perfect, except f-b; in ‘he: major scale, 


except 4-7; in the minor scale, all but 4-7, 6-2, 7-3. To sing a perfect 4th up, 
call the lower tone 5 and sing 8: to sing a peftect 4th down, call the upper tone 8 
and sing 5. 


(a) Play any tone on the piano; sing the tone, calling it 53 then sing the 
tone a perfect 4th above, calling it 8. Test. 

(b) Play any tone on the piano; sing the tone, calling it 8; then sing the 
tone a perfect 4th below, calling it 5. Test. 

(c) Repeat, singing the ieeteron anes of the pitches. 


(2) Rhythmic Study: 6 JST) an iJowe 


(a) Study using the arm movement to indicate the meter, and sing the 
rhythms to Ja in a major scale. 


Joie 

feed didee welts ee 

i dides didee ieee 
iD J didea eleate deen’ oa 
ga eee ey 

idee 


(3) Practise the following Chord Successions: 
(a) Play the key-tone and sing the exercises mentally. 
(b) Sing using the letter-names; the number-names. 
(c) Sing to Ja, thinking the letter-names; the number-names. 
(d) Sing from memory. 


Sing the following chord succession in the same rhythm as 2:1, II, V, IV, V,1 
Sing the following in the same rhythms as 3: I, IV, 1, IV, II, V, I. Test fo 


_ pitch at the end of each exercise, even the mental exercises, so as to be sure 


that you are thinking and singing in tune. If below pitch at the end of the ex- 


-ercise, repeat, testing after each chord. The flatting is generally caused by not 
placing the 8th of the chord high enough. Use the piano only to test. Do not 
play as you sing. Learn to think in tune. 


(4) Exercises for Sight-Singing: 
(a) Play the I, IV, II, V and I chords, and read each exercise mentally. 
Test for pitch. 
(b) Sing each exercise to the number-names; to the letter-names. 
(c) Sing to the syllable Ja, thinking first the number-names, then the 
letter-names. 


Note the skips in the II chord. Recognize the chord as a tone group, and _ 
sing all of the notes on one pulse as a unit. 
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LESSON 4 


It is preceded by the I chord and may be 
In the harmonic series the root normally 


The VI chord is minor, in quality 
followed by any chord but the I. 


progresses to the IV. 


_ The III chord is a minor chord in quality. 
I chord and is followed by the IV chord 


melodic progression 8 7 6 5. 


It is generally preceded by the 
is best used to harmonize the 


as it 


>) 


sake 


3 
= 
LS 
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The following exceptions to the harmonic law are possible because the three 
upper voices resolve properly, fulfilling the melodic law, thus counteracting the 
exceptional resolution of the root of the chord. 

The V chord may progress to the VI instead of the I chord. This progression 
is known as the Deceptive Cadence. 


The II chord and the IV chord may also progress to the VI. 

The following exceptions to the melodic law are possible because the roots of 
the chords are fulfilling the harmonic law. 

The 4th degree of the scale may be forced up if harmonized with the IV 
chord resolving to the I chord or the II chord resolving to the V chord. 


The 6th depree of the scale may be forced up if harmonized by the II chord 
progressing to the V chord. 


The 7th degree of the scale may be forced down if harmonized with the III 
chord progressing to the IV chord. 
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Section A. 


(1) Construct periods in D major, with both parallel and contrasting phrases, 
using the I, V, II, IV, III and VI chords as a basis for the melody. Employ 


the rhythms given on page 28. 


Section B. ; 

(1) Practise the following Chord Successions: 

(a) Play each exercise, determining if the chords are active or at rest, 
major or minor. 

(b) Pause after each active chord and think its resolution. 

(c) Pause after each minor chord and determine if it sounds like the 
I chord or the IV chord. 

As both the II and the VI are minor chords, they are distinguishable by 
their relation to the IV and the I chords. The II, having two tones in com- 
mon with the IV chord, sounds like the IV; the VI, having two tones in common 
with the I chord, sounds like the I. 

(d) Read the exercise mentally. 
(e) Have each exercise dictated. Work as outlined on page 4. 

The position of the minor chord will often determine if it is a VI or a II; 
i.e., the VI would not follow the IV or the II follow the V. 


2 pe as ae 


(2) The minor 3rd and perfect 5th in the VI chord are from root to the 3rd 
and the root to the 5th of the chord; from the 6th to the 8th and the 6th to the 
3rd degrees of the scale. ‘The intervals in the VI chord will follow the intervals 
in the I chord and will be followed by intervals in any chord but the I chord. 


Practise the following: 

(a) Play the I, VI, IV, II, V and I chords in D major. Think the sound 
of the-the intervals. "Test with the piano. 

(b) Play the intervals, listening to determine how they sound in relation 
to the root of the chord and to the key-centre. 

(c) Play the lower tone, sing the upper. 

Play the upper tone, sing the lower. 
(d) 'Transpose the intervals to the keys of C and G major. 


(a) (b) (c) (d) (e> (f) 


(3) Exercises for Melodic Dictation and Sight-Singing, containing skips in 


the VI chord and employing the rhythmic figures Jes a : APES in 6/8 


IMCter. 
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Practise: 
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Section Cc: 


(1) Absolute Intervals. | 
All of the 5ths on the staff are perfect except b-f; in the major scale, 
except 7-4; in the minor scale, all except 7-4, 2-6, 3-7. To sing a perfect 5th 


up, call the lower tone 1 and sing 5; to sing a perfect 5th down, call the upper 


tone 5andsingI. | 
(a) Play any tone on the piano, sing the tone, calling it 1; then sing the 
tone a perfect fifth above, calling it 5. ‘Test. 
(b) Play any tone on the piano, sing the tone, calling it 5; then sing the. 
tone a perfect 5th below, callingit1. ‘Test. 
(c) Repeat, singing the letter-names of the pitches. 


Pa Rigi nie Study. itheslp-beat 10,6/8- Fa, odd 1 


(a) Study using the arm movement to indicate the meter, and sing the 
rhythms to /a on a major scale. 
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Note that each of these phrases divides into two sections of two measures 
each, as indicated by the slurs. Remember that when the phrase begins on the 
accented pulse of the meter, the measure is from bar to bar. When the phrase 
begins on the up-beat, each measure begins on the up-beat. Ex. ¢ divides as 


6ddid dITI SFI T) ET ope ee) 


Great care must be taken always to group the last two eighths in a measure 
with the following pulse: 
(3) Practise the following Chord Successions: 
(a) Play the key-tone and sing the exercise mentally. 
(b) Sing using the letter-names; then using the number-names. 
(c) Sing to la thinking the letter-names; then think the number-names. 
(d) Sing from the chord symbols without reference to the notes on the 
staff. 


Note. The III chord is minor. It follows the I chord and resolves into the IV chord. It is little 
used except to harmonize the 7th degree of the scale as it progresses down to the 6th degree. 
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(f) Additional pitch drill. 


> 


Vv 


Sing the following chords in the rhythm of 2: I, II, V, I, VI, IV, V, I- 


(e) Sing the following chords in the rhythm of 1:], IV, II, V, VI, V, I. 
Sing the following chords in the rhythm of 3: 


In the following exercises think, then sing, 


using letter- and number-names: 
R of I, 3rd of IV, 5th of IV, R of II, sth-of V, R of I. 


(2). RrofiL_® of IV, 3rd-of I], sth off ll, R' of V, 3rd of V, 


R:of I. 
ye sth of 1;-R of -V,-sth of V; 3rd of, 1, 3rd. of. VIZ R of ‘VI, 


(1) Root of Ichord, Rof IV, R of V, 3rd of I, 3rd of V, 5th of V, 


sth of VI, R of II, 3rd of II, 3rd of V, R of I. 


The chords should be seen mentally on the staff as these exercises are sung. 
If this is not possible at first, the chords may be written out in close position on 


the staff and referred to. 


4. Exercises for Sight-Singing: 
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CHAPTER II 
INVERSIONS OF TRIADS 


A chord is in Fundamental Position when its Root is in the bass. = 
A chord is Inverted when its 3rd, 5th or 7th is in the bass. I 


When a chord has its 3rd in the bass, it is in the First Inversion. = 
I, 


When a chord has its 5th in the bass, it is in the Second Inversion. t= 
I, 


When a seventh-chord has its 7th in the bass, it is in the Third Inversion. 


= 


vs 
A small Arabic numeral placed to the right of the chord symbol indicates the 
inversion: Jj. 
Chords are inverted so as to allow the bass to progress melodically along tae 
diatonic scale. 


LESSON 5 


The first inversions of the I, IV and V chords are weaker than the fundamental 
positions. 

The II chord is better and more easily handled in the first inversion. 

A chord in the first inversion will progress to the chord an harmonic degree 
below, the same as when in fundamental position. 

If there is a succession of chords in the first inversion, the bass and soprano 
will move in parallel 6ths. Because of this diatonic parallel motion the harmonic 
law will be ignored. 


Section A. 


(1) Construct periods in F major, with both parallel and contrasting phrases, 
using the I, VI, IV, II and V chords in fundamental position and first inversion 
as a basis for the melody. Employ the rhythmic figures given on page 37, 
6/8 meter. | 

[43] 
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In constructing a melody when using the first inversion of a chord ona pulse, 
the 5th or the root of the chord will be used on the pulse, never the 3rd, if the 
chord is major. The 3rd is possible when the chord is minor. 


Section B. | 


(1) Practise the following Chord Successions: 

(a) Play each exercise, determining if the chords are active or at rest, 
major or minor, in fundamental position or inverted. 

(b) Pause after each active chord and think its resolution; after each 
minor chord and think its major relative chord; after each first 
inversion and think the fundamental position. 

(c) Read the exercise mentally. ‘Test with the piano to see if you think 
correctly. If there is trouble in thinking a chord, play it several 
times, then go-back until you can hear it. ‘X 

(d) Have each exercise dictated. Work as outlined on page 4. 


The mind must attach some definite meaning to the sound of first inversions. 


The I, 1Vi, Vi all sound weaker than the fundamental position. They also | 
sound top-heavy. ‘They can be distinguished by the smooth progression into: 


the next chord. ‘This is, dificult and cannot be mastered in one lesson. It is 
only by constant practice and drill that one comes definitely to hear inversions. 
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(2) Practise the followin'g Intervals: 
(a) Play the I, VI, IV, II, V and I chords in F major. Think the sound 
of the intervals. Test. 
(b) Play the intervals, listening to determine how they sound in relation 
to the root of the chord and to the key-centre. 
(c) Play the lower tone, sing the upper. 
Play the upper tone, sing the lower. 
(d) Transpose the intervals to the keys of C, Gand D major. 


These intervals are in the same order as in the preceding Lessons, but are 
not divided by bars. 


(3) Exercises for Melodic Dictation and Sight-Singing, containing the skip 
from 4-7 and Ja and Apa on the Up-beat in 6/8. | 


Practise: : 

(a) Play the I, VI, IV, II, V and I chords in F major. 

(b) Read the melody mentally. Test. 

(c) Play the antecedent phrase twice. Sing from memory to la. Sing 
’ mentally. the number-names; then use the letter-names. Sing 
aloud. 

(d) Practise the consequent phrase in the same way. 

(e) Play the entire melody. Sing from memory. In memorizing, keep 

r a mental picture of the contour of the melody on the staff. 

(f) Stop for a moment and take breath at the end of each rhythmic 

figure, so as to feel the rhythmic grouping. 
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ee 
Be sure that the mind 
Sing the letter- and 


JI J5d 


IIS TI SFIS A 


! 
(g) Sing again mentally without stopping. 
ranspose to the keys of G and E major. 


number-names. 
(i) Have each melody dictated as outlined on page 19. 


phrases or breathes properly. 


Jd 


Chea 
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Section C. 


(1): Absolute Intervals. 


, fd, g-e; in the major 


d—b 


There are major 6ths on the staff from c-a, 


trom ‘2-7,’ 3-8, 4-2, 6-4. 
and ‘sing 3; to sing a. major 6th 


in the minor scale, 


call the lower tone 5 


6, 2-7; 4-2, 5-3; 
down, call the upper tone 3 and sing 5. _ 


scale, from I 


To sing a major 6th up, 


(a) Play any tone on the piano, sing the tone calling it 5, then sing the 


Test. 


sing the tone calling it 3, 


calling it 3. 


? 


tone a major 6th above 


(b) Play any tone on the piano 


then sing the 
Test. 


(c) Repeat, singing the letter-names of the pitches. 


b) 


tone a major 6th below, calling it 5. 


et 


' (a) Study, using the arm movement to indicate the meter, and sing the 


? 


beat in 6/8 


The Up 


Rhythmic Study: 


(2) 


rhythms to /a on a major scale. 
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When the measure begins on the secondary pulse in 6/8 meter, avoid stress- 
ing the first group. Always feel the first figure as an inhalation of the breath, 
and the next, on the stressed pulse, as an exhalation. Feel the grouping as 
indicated by Gece = bolge open be 

The value and rhythmic beauty of beginning on the secondary pulse in a com- 
pound meter is most apparent in the setting of words. With this understanding 
it is easily applied to instrumental music. 

In setting words to music, the composer has to endeavor to parallel the 
forms of English with the forms in music, i.e., a simple sentence corresponds to a 
phrase in music, a compound sentence to a poncd in music. ‘The meter, whether 
simple or compound, is decided by the number of long syllables in the complete 
thought of the text. If there are four long syllables the meter is duple or triple; 
if there are eight long syllables it is a compound, a four or six pulse meter. 

A four pulse meter is a duple meter with each pulse divided into half 


a six pulse meter, a duple meter with each pulse divided into triplets. The stress 
which is given to the third pulse of a four pulse meter and to the fourth pulse 
of a six pulse meter is known as a secondary accent. This is in reality the sec- 
ond or relaxed pulse of the duple meter and should not receive any more stress 
than that pulse. The tendency in playing and singing in compound meter is 
to give too much stress on the secondary pulse, thus changing the meter to a 
simple meter and making two phrases where one was intended. 

Mendelssohn, in the “Elijah,” in setting the following sentence begins on 
the third pulse in 4/4 meter: 


med Jycd Ub Od" Cel eae 


Bless - ed are the men who’ fear Him, they ev-er 
Jd ide Pie dan 
walk in the ways of peace. 


The sentence can also be read making Blessed, men, they and way the principal | 
and stressed words. ‘This changes the meaning a the sentence and would be set: 


a? guide = bol or en 


Bless - ed = are the men who fear Him, 


Sn 


they ev-er walk in the ways of peace. 


The tendency in singing this phrase as in I is to give too much stress on the 
word Blessed, and equal stress to each long syllable, making it sound like the 
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and making 
are the first 


ying the balance of the phrase, 
The only words which are stressed 


accented word as in 2, thus destro 
two phrases in duple meter. 
words in each measure. 


Practise the following Chord Successions. 


ggio begins 


In singing the first inversions, 


(3) 


the arpe 


on the 3rd of the chord. 
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IV,, IV, 111, I, V, Vi, 1; to the rhythm of 4: 
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Think the sound of the entire chord before singing the tone. ’ 


(4) 


Exercises for Sight-Singing: 


Dt 
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Beethoven 


Lesson 6 


A chord in the second inversion is used in three ways: in chord repetition 


resolving to the 


p) 


) 


as a suspended or appoggiatura chord 


resolving toa 


2 


as a passing-chord 


e 
2 


i] 


cob 


° 
° 


f a triad on the bass tone above or below 


inversion O 


° 


. Mf VE. 
triad or an 


54 ADVANCED EAR-TRAINING AND SIGHT-SINGING | 


In this Lesson the second inversions of the I and IV as appoggiatura chord: 


will be used. = 
GQ 


Rh I, 

These chords occur generally on the accented pulse of the measure. 

The second inversion of the I resolves to the V chord. As the 5th of the 
chord is always doubled in second inversions, it sounds like and is often mistaken 
for the V chord. It is generally used preceding the V chord at the authentic 
cadence. It will be preceded by the I, I, IV, 1Vi, VI, Il or Ik. 

The second inversion of the IV resolves to the I chord. Because of the 
doubled 5th it sounds like the I chord. It may be preceded by the I, V, Vi, IV 
or IV;. This chord is sometimes used on the unaccented pulse as in Section B 
(1) (5), and at the cadence, as in 8. This is known as a Plagal Cadence. 


Section A. 

(1) Construct parallel and contrasting periods in Bb major, using the I, IV; 
and all chords in fundamental position and first inversion as a basis for the melody. 
Use 6/8 meter, beginning on the 4th pulse. 

Study the rhythmic grouping of Lesson 5, Section C (2), page 47, and the 
melodies in Section B (3), of this Lesson. 


Section B. 
(1) Practise the following Chord Successions: 
(a) Play each exercise, listening to the character of the chords and 
inversions. 
(b) Pause after each second inversion and think its resolution. 
(c) Read the exercise mentally. ‘Test. 
(d) Have each exercise dictated. Work as outlined on page 4. 
The I, and IV2 are distinguished from each other by the chord of reso- 
lution. You hear the same effect of suspension for each, and determine that it 
is the I, because it resolves to the V, or the IV. because it resolves to the I. 
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Test. 


of the intervals. 


Play the intervals 


determining of what chord they are a part and 


how they sound in relation to the root of that chord and to the 


key-centre. 
Beginning with this Lesson, 


? 


(b) 


They always 
d by intervals 


etc. 


? 


Intervals in the V chord will be followe 


intervals do not occur in any fixed order. 


e. 


the 


follow, however, the correct harmonic sequenc 


in the I chord; 


by intervals in the V chord 


in the II chord 


(c) Sing both tones of the intervals. 
(d) Transpose the intervals to the keys of C, G, D and F major. 


Nore. 
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Exercises for Melodic Dictation and Sight-Singing, beginning on the 


fourth pulse in 6/8 meter. 


(3) 
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aloud. 


(d) Practise th 


e consequent phrase in the same way. 
(e) Play the entire melody. Sing from memory. 


(f) Study the rhythmic grouping. 


In memorizing consider each rhythmic 


group as a unit. 
(g) ‘Transpose to the keys of A and G major. 


Sing the number and 


letter names. 
(h) Have each melody dictated as outlined on page 19. 


a scale 


be in the VI 


hes: analyze as 


do not think the separate tones, but 
gree must 


, the leaps down from the 3rd de 
do not try to remember the pitc 


n the next pulse. 


ps in the same direction, 


In Ex. 1, the third measure 


ody like Ex. 6 


, third measure 


When there are consecutive ski 


Note. 
analyze the chord. 
In a mel 


chord. 


Rep. Modified 


from the 5th degree for six sixteenths ending o 


Figure 
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Section C. 


(1) ~ Absolute Intervals. 


There are minor 6ths on the staff from e-c, a-f, b—-g; in the major scale, 

3-8, 6-4, 7-5; in the minor scale from 1-6, 5-3, 7-5. To sing a minor 6th up, 

call the lower tone 3 and sing 8; to sing a minor 6th down, call the upper tone 8. 
and sing 3. 


(a) Play any tone on the piano; sing the tone, calling it 3; then sing the 
tone a minor 6th above, calling it 8. Test. . 

(b) Play any tone on the piano; sing the tone, calling it 8; then sing the 
tone a minor 6th below, calling it 3. Test. 

(c) Repeat, singing the letter-names of the pitches. 


(2) Rhythmic Study: J. FJ and the Up-beat J), in 4/4 meter. 


(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale 


In singing the figure si Ja which is the combination of a g tied to 
: , > ) 
alg Ral Ses k give a slight pressure on the dot so that the second pulse 
=——Z 


is perceptible to the listener. dJie 


Nore. The Rhythmic Exercises following are all four measures long, as in the preceding Lessons, 
and are arranged in two braces on account of the number of notes in each exercise. 
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(3) Practise the following Chord Successions. In singing the second inver- 
sions of chords, the arpeggio will begin on the sth of the chord. 
(a) Play the key-tone and sing mentally. Test for pitch. 
(b) Sing the letter-, then the number-names. 
(c) Sing to Ja thinking the number-, then the letter-names. 
(d) Have the chord symbols read and sing the chords without reference 
to the written exercise. 


Norte. In reading be sure the eye takes in the arpeggio as a unit. This saves the labor of reading 
each note and allows the.mind to concentrate upon the rhythmic difficulties. 
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to the 
IV2, 


IV, 
to the rhythm of 3: I 


? 


¥; 


b) 


V 


I,, 


> 


I 


2) 


iL 


ota ig ees 


IV 


ibe 


) 


rhythm of 2: I Vi, 
I, Vo, Ih, By Il,, fo. we i to the rhythm of 4: J, IV, Vi Vo, 


Sing the following chords to the rhythm of 1: 


(e) 


155 Bos VL 
Sing the exercises for pitch drill on page 50 in the key of Bb. 


& 


(f) 


Singing: 


Exercises for Sight- 


(4) 
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CHAPTER III 
CHORDS OF THE SEVENTH AND NINTH 


All Seventh and Ninth-Chords are Dissonant, because of the major and minor 
7th and gth, formed by adding one or two more thirds to the triad. 

The most used seventh-chords are the V’ and II’. The IV’, VI’, I’ and III’ 
are also used, but the 7th of each of these chords sounds like a suspended tone 
and not as a legitimate part of the chord. 


The most commonly used ninth-chord is the V’, aa 


vy? 
LESSON 7 


The V’ chord is a major discord on account of the major 3rd from the 5th 
to the 7th degrees of the scale and the minor seventh from the 5th to the 4th 


degrees of the scale: 6 


y’ 

The V’ chord is used the same as the V chord. The 7th of the chord, the 
4th degree of the scale, must always resolve downward. Its resolution may be 
delayed by progressing up to the 5th degree and then down to the 3rd, or down 
to the 2nd and then to the 3rd.while the V chord is held. This is known as a 


delayed resolution: 


Section A. 


(1) Construct parallel and contrasting periods in G major and g minor, 
using all triads and inversions and the V’ chord as a basis. Use the rhythmic 


figure J, in in 4/4 meter. 


Section B. 


(1) Practise the following Chord Successtons: 
(a) Play each exercise, listening to the character of the chords and 
inversions. 
(b) Pause after each V’ and think its resolution. 
[ 63 ] 
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. Note the difference 


in sound. 


In place of each V’ play the V chord, then the V’. 
(d) Read the exercise mentally 


(c) 


Work as outlined on page 4. 


(e) Have each exercise dictated. 


y. During the first playing relax and listen to the chords so 


The V’ is distinguished from the V on account of the dissonance. © 


y to have the ex- 
istake 


be necessar 
rite the numbers of the scale-steps 


y to analyze at the first playing. 
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(2) Practise the following Intervals: ; 

There are four new intervals in the V’ chord: the minor 7th from the root to 
the 7th of the chord, from the 5th to the 4th degrees of the scale; the major 2nd 
from the 7th to the root of the chord, from the 4th to the 5th degrees of the scale; 
the augmented 4th from the 7th to the 3rd of the chord, from the 4th to the 7th 
degrees of the scale; the diminished 5th from the 3rd to the 7th of the chord, from 
the 7th to the 4th degrees of the scale. | 

~ (a) Play the I, IV, V’ and I chords in g minor. Think the sound of the 
intervals. ‘Test. . . . 
(b) Play the intervals, determining of what chord they are a part and 
how they sound in relation to the root of the chord and to the 
key-centre. . 
(c) Sing both tones of the intervals. 
(d) ‘Transpose the intervals to the keys of f, d, g and c minor. 


(3) Exercises for Melodic Dictation and Sight-Singing, employing skips in the 
1 
V’ chord and the rhythmic figure ae J in 4/4 meter. 


(a) Play the I, IV, V’ and I chords in g minor. 

(b) Read the melody mentally. Test. ; 

(c) Play the antecedent phrase twice. Sing from memory to Ja. Sing 
mentally the number-names; then use the letter-names. Sing 
aloud. 

(d) Practise the consequent phrase in the same way. 


Sing from memory. 
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(f) Transpose to the keys of a and f minor. 


(e) Play the entire melody 


66 


Sing the number- and letter- 


names. 
(g) Have each melody dictated as outlined on page 19. 


-4, use a chord or inversion on each pulse. 


Note. 


In analyzing the 


In harmonizing a melody in 4 


note that the two sixteenths group themselves with the next pulse. In 


? 


’ 


analyzing, on account of the length of the pal 


rhythmic figure 


there is danger of counting one, two and calling it a half- 


In this way the figure is easily 


If ever in doubt about the rhythm, make an outline of the 


on a dot as the pulse recurs. 


placing your pencil 


sing the tune, 


, 


note, not waiting for the two sixteenths. 


pulses 
analyzed. 


Repetition 


Sequence 


Sequence 
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Section C. 


(1) Absolute Intervals. 


b-a; in the 


from 2-8, 3-2, 5-4, 6-5, 7-6; in the minor scale from 2-8, 4-3, 


5-4; in all chords but the IV’ and I’. 


et, a-g, 


p) 


There are minor 7ths on the staff from d—c, e-d 


major scale, 


, all but 


call the upper tone 8 


To sing a major 2nd up, call the lower tone I and sing 2; to sing a 


> 


in the minor scale 
To sing a minor 7th up, cali 


All of the 2nds on the staff are major 
OY Gee 
names. 


all but 3 


b) 


to sing a minor 7th down 
then the letter- 


? 


names 


call the upper tone 5 and sing to 4. 
(a) Play any tone on the piano, and sing a minor 7th up, using first the 


; in the major scale 
number- 


, b-c; 


f 
2-3, 5-6, 7-8; in all chords but the IV’ and I’. 


the lower tone 5 and sing 4; 


and sing 2. 
major 2nd down, 


except e— 
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(b) Play any tone on the piano, and sing a minor 7th down, using first 
the number-names, then the letter-names. 

(c) Play any tone on the piano and sing a major 2nd up, using first the 
number-names, then the letter-names. 

(d) Play any tone on the piano and sing a major 2nd down, using het 
the number-names, then the letter-names. 


(2) Rhythmic Study: pigs } and 2 ape y on the Up-beat in sla meter. 


(a) Study using the arm movement to indicate the meter, and sing to 
la ona major scale. Always begin on the 8th degree of the scale 
and sing down. 
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(2) Practise the following Chord Successions. In singing the V’ chord, sing 
to the 7th of the chord and back; do not go to the.octave: 
(a) Sing mentally.’ “Test'fon pitcie eae 
(b) Sing the letter-, then the number-names. 
(c) Sing to la, thinking the letter-, then the number-names. ' 
(d) Have the chord symbols read ‘and sing the chords without relerenee 
to the written exercises. 
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(e) Sing the following chords to the rhythm of 1:1, V, V’,_ V's, lh, IV, I, 
Vi Té-to-the rhythm’ oho ah VIS, V4 Vio EY ela oe 
rhythm of 3: I, V3, V3, 11, I, V’, Vi, 1; to the rhythm of 4: I, IV2, 
Ts ee, ee 

(f) Exercises for Pitch and Key Drill. Sing with number-, then letter- 
names, in the key of g minor. Think the sound of the entire 
chord before singing the tone. 

(1) Roof I,.sthotl, Ref V4 3rd.of V4. sth of-V7, thor’ sara 

. of. I, R of LV, sth of I, 3rd:of V5 R Of TF. 

(2) RofI, 5th of V’, 3rd of I, R of IV, 5th of I, 3rd of IV, 5th 
on id ard. aicvs Reais. 

(3) 3rd of I, 7th of V’, 5th of V’, R of I. 3nd-of VI, 5th of IV, 
3rd of IV, R of V, 3rd of V’, R of I. 

(4) sth of I, R of V’, 7th of V’, 3rd ofiV’, 3rd of I, R of I, R of 
IV, 3rd of IJ, 5th of I, 5th of V’, R of I. 


(4). Exercises for Sight-Singing: 
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Vv When the V’ chord is-inverted all four tones will resolve according to the 


A 
J melodic law. The Vj will resolve to the I; ae V3 to the I,; Se 


oe, 
Uh ec NR “77 
i x 


the V} to the I or I, a 


vy! 
2 
The root of the V’ chord may be omitted, leaving the 7th, 2nd and 4th de- 
grees of the scale. This is known as the 9V’ (five-seven incomplete), and is the 
VII chord. All of the tones in this chord resolve melodically and like the upper 


ees ofthe V chord. —— The oV’ is best used in the first inversion. 


Section A. wv’ 
(1) Construct parallel and contrasting periods in D major and d minor, 
using all triads and inversions and the Vj and V3 chords as a basis. Use the 


up-beats fa and pin Pe in 4/4 meter. 
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Section B. 
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inversions. 


(b) Pause after each V’ inversion and think the chord of resolution. 


(c) Read each exercise mentally. 


(d) Hav 
On hearing the V’ inversions, you will determine first that it is a V’ chord; 


that it is inverted, because of the diatonic progression of the voices; that itis a 


Vi because the I fundamental follows, or a Vj because the I, follows. 


ch exercise dictated. Work as outlined on page 4. 


e€ ea 


The Vi 


as contracting when it resolves; the V3 as expanding. 


affects the ear 


LL. 
ees i 


Se Se aes 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 75 


(2) Practise the following Intervals: 

The minor 7th and major 2nd, augmented 4th and diminished 5th in the V’ 

_ chord are the same in minor asin major. There is also an augmented 4th and 

diminished 5th in the II chord in minor, caused by the lowering of the 6th degree. 

‘The augmented 4th is from the 5th to the root of the chord, the 6th to the 2nd 

degrees of the scale, and the diminished 5th from the root to the sth of the chord, 
the 2nd to the 6th degrees of the scale. 

(a) Play the I, IV, IJ, V’ and I chords in d minor. Think the sound 
of the intervals. Test. 

(b) Play the intervals, determining of what chord they are a part and 
how they sound in relation to the root of the chord and to the 
key-centre. 

(c) Sing the lower tones of the intervals, think the upper tones. 

Sing the upper tones and think the lower. 
(d) ‘Transpose the intervals to the keys of g, f and c minor. 


Nore. The augmented 4th in the II chord generally resolves to the minor 6th in the I chord; the 
diminished 5th to the major 2nd in the V’ chord. 


(3) Exercises for Melodic Dictation and Sight-Singing: 
Skips in the V’ chord and the Up-beat see and 2 AEA in 4/4 meter. 


Observe carefully the rhythmic grouping with the up-beat va or d Aga 


AU EA Ae oe 
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Sars) & 


BY 


id: dd. 


fa 


1 


No. 


mentally the number-names, then the letter-names. 


(c) Practise the consequent phrase in the same way. 


using the arm movement to beat the meter. 
(d) Play the entire melody. Sing from memory. 


Have each melody dictated as outlined on page Ig. 


Transpose to the keys of e and c minor. 


TEMES 6 gre ee 
13} 
= 2 AF 
—y 0 23 7) 
Rie = TS nc 
Siler sens E 
So PH 5 
[= 5 q 
ro) a 0 
SS a 
Sitte = 
\ o o of 
wal iaceeee a 
ae} 0) Jp) 
e CCL feet et 
— Ber 
—- so fol) 
Shee 
2 
Ww 
ie} . 
Bone 
3 me) » 
aa; ee: cD) 
i?2) 
ges 
e eee eye) 
bd ie) Q, 
SD 7c 
UO »Y 
eae 
OA 
Aiees 
avy . 
— -< v e 
Po iB 
=> — ca) e 
© q 
- 2 wd 4 
—- ~ i. wm 
a D2 D 
e 5 os = 
[° at aes = 
Ae GES “~~ 
ee ae 
io 
} 
Zz 


Modified Sequence 


Figure 


77 


Beethoven 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


j 


78 ADVANCED EAR-TRAINING AND SIGHT-SINGING 
Section C. 


(1) Rhythmic Study: as dd and lade in 4/4 meter. 
iL 


(a) Study using the arm movement to indicate the meter, and sing to 
la on a major scale. 


Note. Do not confuse the rhythmic figure which is with oo 
; y > ? 7 


which is d ie - While holding the Be 9 mentally divide the pulse into halves, and the sixteenth- 
— 


notes will give no trouble. 


we hes: Joae Nid terwes od 4 
sD Iara. jcmeR 8. 
ey Dd. ger Air 


Paras i 


(2) Practise the following Chord Successions. Watch carefully that the 
augmented 4th in the V’ chord is in tune: . 
(a) Sing mentally. Test. 
(b) Sing the letter-, then the number-names. 
(c) Sing to la, thinking the letter-, then the number-names. 
(d) Have the, chord symbols read ‘ane sing the chords without reference 
to the written exercise. 
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, having three semi- 


or four phrases 
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The Double Period Form is two periods 
cadences, or imperfect authentic cadences 
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the melody ending 
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1S 


The cadence at the end of the first phrase is generally an imperfect authentic 
dence 


cadence, the melody ending on 3 or 5; 


third phrase 


is a semica 


best made on some tone of the IV chord; 


»perfect authentic cadence. 
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The double period is in parallel construction when the first and third, and the 
second and fourth phrases are alike, except for the cadences and slight modifi- 
cations. 

The double period is in contrasting construction when the phrases are different. 

The V® (five-nine) chord is made by adding another third to the V’ chord. 


v® 7 
In major this chord is not inverted, and the gth of the chord is best in the 
soprano. In minor it may be inverted, but the 9th must be nine tones from the 


root. 
The oV° (five-nine incomplete) chord, or the VII’ chord, is the V® with the 


root omitted. This chord is more used than the V’. == 


vy? 
o 

In major the »V° may be inverted and all inversions but the third are used. 
This is not available, because the 7th of the chord must be above the root or it 
sounds like a VI chord with the 7th, 2nd and 4th degrees of the scale suspended. 
In minor the 9V° chord is a diminished seventh-chord (a chord the tones of which 
are a minor 3rd apart), and all inversions are used. All the voices of this chord 
resolve melodically. 


Section A. 


(1) Construct parallel double periods in F major and f minor, taking the 
melodies in Section B (3) as models and using all triads and inversions, the V’ 


and V® chords as a basis. Use the rhythmic figures and J oa 
in 4/4 meter. } . A } 


Section B. 


(1) Practise the following Chord Successions which use all inversions of the V’. 
The V3 resolves to the I or the I,, When it resolves to the I, the 7th of the 
chord, the 4th degree of the scale, will go up so as to avoid doubling the 3rd of the 
Ichord. ‘This sounds well because of the parallel thirds between the bass and the 


7th of the chord. 


ea cea 


(a) Play the entire exercise, listening to the character of the chords and 
inversions. At the first playing do not analyze. Allow the sound 
of the chords to make an impression upon the mind. 
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d. Work as outlined on page 4. 
ses in F major, repeat in f minor. 


(b) Pause after each V’ inversion and think the chord of resolution. 
y. 


(c) Read each exercise mentall 
(d) Have each exercise dictate 
(e) After working these exerci 


The V2 will be recognized as going down to the I chord, or up to the ,. 


(2) Practise the following Intervals: 


In the V® chord there is a major 9th from the root to the gth of the chord, the 


In minor this is a minor 9th. 


5th to the upper 6th degree of the scale. 


Aiea 
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In the 9V° chord there is a minor 7th from the root to the 7th of the chord, 
the 7th to the 6th degree of the scale. In minor this is a diminished 7th. | 

(a)-. Play the I, IV, V*; V3, Vicand I-chords in -majory Think the 
sound of the intervals. Test. Play several times any interval 
you cannot hear mentally, then go back and read from the be- 
ginning. Repeat until you know the interval. 

(b) Play the intervals, determining how they sound in relation to the 
root of the chord and to the key-centre. 

(c) Sing the lower tones of the intervals, think the upper tones. 

Sing the upper tones and think the lower. 
(d) ‘Transpose the intervals to the keys of Bb, D, G and C major. 


(3) Exercises for Melodic Dictation and Sight-Singing: 


Double Periods in form. Skips in the V® chord and the rhythms di 5) 


3 
and J dd in 2/4, 3/4, 4/4 meter. 


(a) Play the I, IV, II, V°, V’ and I chords in F major. Read the entire 
melody mentally. ‘Test for pitch. 

(b) Play the entire melody, noticing the effect of the semicadences in 
continuing the thought for sixteen measures. 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 87 


(c) Play the first antecedent phrase twice. Sing from memory to Ja. 
. Sing the letter- and number-names, first mentally, then aloud. 
(d) Practise the first consequent phrase in the same way. 


5 (e) Play the first period and sing from memory. 
(f) Practise the second antecedent and consequent phrases in the same 
way. 


(g) Play the entire double period and sing from memory. This is easily 
. accomplished if the construction of the melody is clearly under- 
stood. 
(h) ‘Transpose to the keys of E and G major. 
(i) Sing melodies 2, 3, 5 and 6 in f minor. 
(j) Have each melody dictated. 

(1) Play the entire double period. The pupil determines the meter 
by the number of pulses in a phrase, and the form by the 
number of cadences in the melody. 

(2) Play the first antecedent phrase twice. The pupil listens and 
memorizes the phrase. 

(3) The pupil analyzes and writes the phrase upon the staff. 

(4) Play again for correction. 

(5) Dictate the other phrases in the same way. 

(6) ‘The pupil marks the form, figures, repetitions and sequences, 
and harmonization. 


3 
The figure Pre is really a “turn,’”’ and will be recognized as such. 


The figure so d must be carefully contrasted with Als 2 in dictating. 
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Section C. 
(1) Absolute Intervals. 


There is an augmented 4th on the staff from f-b; in the major scale from 4-7, 
1-#4, b6-2, 6-42, 3-#6; in the minor scale from 4-7, 6-2, 1-#4; in the V’, IT%,, 
ITj, pV; and VI%, chords. There is a diminished 5th on the staff from b-f; in 
the major scale from 7-4, #4-1, 2-b6, 42-6, #6-3; in the minor scale from 7-4, 
2-6, #4-8. To sing an augmented 4th up, call the lower tone 4 and sing 7; to 
sing an augmented 4th down, call the upper tone 7 and sing 4. To sing a 
diminished 5th up, call the lower tone 7 and sing 4; to sing a diminished 5th 
down, call the upper tone 4 and sing 7. 


(a) Sing an augmented 4th up and a diminished 5th down from the follow- 
ing tones, using first the number-names, then the letter-names 
of the pitches: — . 


(b) Repeat, singing the augmented 4th and its resolution, the minor 
6th. Determine the key of which each interval is a part. 
(c) Sing a diminished 5th up and an augmented 4th down from the 
following tones, using first the number-names, then the letter- 
names: 


(d) Repeat, singing the diminished 5th and its resolution, the major 
3rd. Determine of what key each is a part. 


" be * 5 = d > « 


meter. 
(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale. These exercises are to be practised very 
slowly, subdividing each pulse. The arm movement for sub- 


é 
divided pulses in 4/4 meter is \\ \ . Study the 
yn we geR as aT | 
<— — 
rhythms mentally before attempting to sing them. 


Repeat until the eyes can quickly grasp the beaming and group on each pulse. 
At first count one and, two and, three and, etc.; later only one, two, three, four, and 
make the subdivision mental. 
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(3) Practise the following Chord Successions. Watch carerally, that in the 
inversions of the V° and oV® in minor the augmented 2nd, from the 6th to the 7th 
degree of the scale, is in tune. 

(a) Sing mentally. (Fest. 

(b) Sing the number-, then the letter-names. 

(c) Sing to da, thinking the number-, then the letter-names. 

(d) Have the chord symbols read Bad sing the chords without reference 
to the written exercise. 
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(f) Exercises for pitch and key drill in F major and f minor. 
number- 


? 


before singing the tone. 
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(4) Exercises for Sight- 
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_ The II’ chord is formed by adding a third to the II triad. It is a minor 
discord because of the minor 3rd from the root to the 3rd of the chord, the 2nd 
to the 4th degrees of the scale, and the minor 7th from the root to the 7th of the 


chord, the 2nd to the 8th degree of the scale: FE | 


1’ 


When the 8th degree of the scale is the 7th of a chord, it becomes an active 
tone and resolves downward to the 7th degree, as all 7ths of chords contract. 

The II’ chord may follow any chord but the V, and is followed by the V’ or 
the I,. 


Section A. | 


(1) Construct parallel double periods in Eb major, using all triads and in- 
versions, the V’, V°, 9V°® and II’ chords as a basis. Use the rhythmic figures 


aaa and IS peppp in 4/4 meter. 


In writing melodies with thirty-second-notes it is difficult to slow down the 
mind. ‘Think the subdivisions (the “ands’’) for each pulse. Study the rhythms 
in Section C of the preceding Lesson, page 90, and the melodies in Section B 
(3) of this Lesson. 


Section B. 


(1) Practise the following Chord Successions: 
(a) Play the entire exercise, listening to the character of the chords. 
(b) Pause after each II’ and V’ and think their resolutions. 
(c) Read each exercise mentally. 
(d) Have each exercise dictated. 
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The II? will be heard as a minor discord and will be distinguished from the V’ 
because of its minor quality. The dissonance is harsher in quality because ot 


the perfect 5th from the 3rd to the 7th of the chord. 


Practise the following Intervals: 


(2) 


The minor 7th in the II’ chord, from the 2nd to the 8th de 


will resolve to some interval in the V’ 


resolution and context. 


S 


gree of the scale, 


chord and will be distinguished by it 


Think the sound 


, V’ and I chords in Eb major. 


(a) Play the I, IV, II’ 


of the intervals. 
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.(b) Play the intervals, determining how they sound in relation to the 
root. of the chord and to the key-centre. Note the difference in 
relation to the key-centre of the three minor 7ths. | 

(c) Sing the intervals. Test for pitch. 
(d) ‘Transpose the intervals to the keys of Bb, F, G, D and C major. 
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(3) Exercises for Melodic Dictation and Sight-Singing: 


Double periods in form. Skips in the II’ chord and thirty-second-notes in 
duple and triple meter. 


(a) Play the I, IV, II’, V’ and I chords in Ep and read the entire melody 
mentally, beating the meter. Subdivide the pulse on account of 
the slow tempo and the number of notes to a pulse. 

(b) Play the entire melody, studying the effect of the cadences, 

(c) Play the first antecedent phrase twice. Sing from memory to 
la. Sing the letter- and number-names, first mentally, then aloud. 

(d). Practise the first consequent phrase in the same way. 

(e) Play the first period and sing from memory. 

(f) Practise the second period in the same way. 

(g) Play the entire double period and sing from memory. 

(h) Transpose to the keys of F and D major. 

(i) ~Have each melody dictated as outlined on page 87. 
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Section C; 


(1) Rhythmic Study: IH and 3 in 4/4 meter. 


(a) . Study using the arm movement to indicate the meter and sing to la 
on a major scale. 
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(2) Practise the following Chord Successions. 


I’ chord is in tune. 


Be careful that the 7th of the 


i! 


(a) Sing mentally. Test. 


names. 


Sing to Ja, thinking the number-, then the letter-names. 
(d) Have the chord-symbols read and sing the chords without reference 


(b) Sing the number-, then the letter- 


(c) 


to the written exercise. 


IV, 
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to the rhythm of 3: I, IV, L, 
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ng 
V’, 1; to the rhythm of 4: I, II’, 


(f) Exercises for pitch and key 
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(e) Sing the following chords in the key of Eb to the rhythm of 1: I 
IV, I], kh, 
I 


then the 


> 


Sing the number- 


drill. 


’ 


letter-names. 
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For review, these chords should be sung in all. the keys of the preceding 


lessons. 


(3) Exercises for Sight-Singing: 
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Mendelssohn 


Mendelssohn 
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Beethoven 


LEsson II 


chord is used in all inversions. The II{ may resolve to the V, V’, V3 


The IT’ 
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Section A 


, using all triads and in- 
Use the rhythmic figures 


chords as a basis. 


V? and II’ 


? 


the V’ 


Section B. 
(1) 


? 


(1) Construct parallel double periods in A major 


versions 


listening to the character of the chords and 


in duple and triple meters. 
inversions and the effect of the semicadence. 


and 


Practise the following Chord Successions: 
These exercises are in period form, so there will be a pause in the fourth 


measure on the V chord for the semicadence. 


JF 


(a)’\ Play the entiré’exercise, 


’ 


45 


£4 


yoy 


ik 


ae 
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(b) Pause after each II’, II7 and V’ inversion and think the chord of 


resolution. 
(c) Read the exercise mentally. 


(d) Have each exercise dictated. 


The II{ will be distinguished from the II’ by the diatonic progression of the 


Voices. 


7 


4 


1 NVIe. IV 


Think the sound 


(2) Practise the following Intervals: 


(a) Play the I, IV, Il{, V’ and-I chords in A major. 


of the intervals. 


106 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


(b) Play the intervals, determining how they sound in relation to the 
root of the chord and to the key-centre. © 
(c) Sing the intervals. ‘Test. 


(d) 


Transpose the intervals to the keys of Eb, Bb, F, G, D and C. 


(3) Exercises for Melodic Dictation and Sight-Singing: 
Double periods in form. Skips in the II’ chord. The rhythmic figures 


{ 2 ; ire 
eo A Al and AE in duple and triple meter. 


(a) 


(b) 
6 


(d) 
(e) 


Play the I, IV, II’, V’ and I chords in A major. Read the entire 
melody mentally, using the arm movement to indicate the meter. 

Play the entire melody, studying the effect of the cadences. 

Play the first antecedent phrase twice and sing from memory to la. 
Sing the number- and letter-names, first mentally, then aloud. 

Practise the first consequent phrase in the same way. 

Play the entire first period and sing from memory. » 

Study the second period in the same way. 

Play the entire double period and sing from memory. 

Transpose to the keys of Gand Bb major. 

Have the melodies dictated as outlined on page 87. 


Ou oe See aed 
a ay as IE 5.45 8 OSS 2 Be 
fs ae Be  _ Geers (23 Ge) SE ES 

Ae i SS PO a ET) 


ES ED BD a ES ee 
Ls 


I 
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Section C. 
(1) Rhythmic Study. Irregular Rhythms in 2/4 and 3/4. 


Rhythm is irregular when the shorter notes occupy the accented or stressed 
portions of the measure. The metric stress is still on the first pulse, but as the | 
rhythmic motion stops on the longer note, that note is brought into prominence 
and acquires an accent. This is known as a Rhythmic Accent. Care should be 
taken not to stress this longer note, as it has stress on account of its length, and 
that stress combined with the rhythmic accent would give a sforzando. : 

In setting the following lines, Mr. Johnstone has used duple meter and these 


zd te did Saas ae 7 


Land of the brave, land of. the free 


rhythms: 


The natural inclination is to give all the stress upon the words “brave”? and 


“free,” thus giving the effect of beginning onthe up-beat: Ce \ d tara 1 d 


The stress should be on “‘land,” and the rest of the measure a relaxation. The 
words “‘brave”’ and “‘free” will receive proper stress on account of the length of the’ 
notes without any effort of the singer. 


(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale. . 


CD08 dick dis (a ad oak aaa ane 
Ded deeded leseaeed 
@ “Stead \veddeceteniae ! 
® dd ddd ee Perr ser we. tt 
G) ag eee (weeds eee errr se il 
@ S02. diva oi ioe 


ea cw ew 
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—e Se) Sse ee ee SS 
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1 ee ear ae 
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following Chord Successions: | 


Sing mentally. 


dcitdddd 
SU adedd e 
id ddd dddei 
id id JG 
idddd J d 
ddd 
Practise the 


(a) 


wo? 
J 
PA 
‘pp pA 
J dae 


(2) 
(3) 
(4) 
(5) 
(6) 


(2) 


Tf, 


It is most important that you think in tune. 
at'the end of the exercise, you are out of tune, go back and test 


at the end of each chord. Do not play the exercise; 


only the 
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(b) 
(c) 
(d) 
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(AYE 
7 
3) 


7, Ay TE Hi, Is, V% 1s tothe rhythm-of 231V bit aie 
7 T 
39, = 15 


7 vf 
39 1) 
4 I; iV, IV,, Ik, 


I; ‘to-the rhythm: of 3: T74Veni) 


7 7 
19 29 


117, 117, Ee, V743"to the-rhythm-of 42 4, 112 


1 Lee IT, 
V xoV5, ay LEREN Ged 
(f) Sing the exercises for pitch and key drill of the preceding Lesson 


¢f 
39 


(e) Sing the following chords in the key of A to the rhythm of 1: 


in the key of A major. 


(3) Exercises for Sight-Singing: 
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Beethoven 


Negro Song 


Polish Folk-Song 
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al i 


Folk-Dance 


— = —— — ae 


ith 


LEsson 12 


~The IV’ chord is formed by adding a third to the IV triad. It is a major 
discord because of the major 3rd from the root to the 3rd of the chord, the 4th 
to the 6th degree of the scale, and the major 7th from the root to the 7th of the 


chord, the 4th to the 3rd degree of the scale. oj 


) Iv? 
The 3rd degree of the scale, as the 7th of this chord, resolves downward to 
the 2nd degree. 
~The IV’ chord may follow the I, VI or IV chords. It will be followed by the 
172M orl. | 
The IV’ chord sounds like a II{ chord with a suspended 3rd degree of the 


scale. 


! 
{ 


Section A. 


(1) Construct double periods in Ab major, with the antecedent phrases 
alike and a new second consequent phrase. See melodies in Section B (3). Use 
all triads and inversions, the V’, V°, oV’, II’ and IV’ chords as a basis. Use the. 


irregular rhythms in 2/4 and 3/4 as given on pages 108 and Iog. 
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Section B. 


Practise the following Chord Successions: 


(1) 


(a) Play the entire exercise, listening to the character of the chords and 


the effect of the semicadence. 
(b) Pause after each II’ and V’ and think the chord of resolution. 


(c) Read each exercise mentally. 


(d) Have each exercise dictated. 


The II} chord will be determined by its chord of resolution, the I, or V’. 
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(2) Practise the following Intervals: 
The major 7th in the IV’ chord, from the 4th to the 3rd degree of the scale, will 
resolve to some interval in the V7 or II’ chord, or to the major 6th in the I, chord. 
(a) Play the I, IV’, II’, V’ and I chords in the key of Ab major. Think 
the sound of the intervals. 
(b) Play the intervals determining their sound in relation to the root 
of the chord and to the key-centre. 
(c) Sing the intervals. ‘Test. 
(d) Transpose the intervals to the key of Eb, Bb, F, G, D and C major. 


(3) Exercises for Melodic Dictation and Sight-Singing: hi: 
Double periods with a new second consequent phrase.. Skips in the IV’ chord. 
Irregular rhythm in 2/4 and 3/4 meter. 
(a) Play the I, VI, IV’, II’, V’ and I chords in Ab major. Read each 
_ melody mentally at-a moderate tempo, using the arm movement 
to indicate the meter and thinking the rhythmic subdivisions. 
(b) Play the entire melody, studying the effect of the cadences. | 
(c) Play the first antecedent phrase and sing from memory to Ja. Sing 
the number-, then the letter-names. 
(d) Practise the first consequent phrase in the same way. 
(e) Play the entire first period and sing from memory. 
(f) Study the second period in the same way. 
(g) Play the entire double period and sing from memory. 
(h) Transpose to the keys of G, F, and Bb major. 
(i) Have each melody dictated as outlined on page 87. 
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men! 
ws 


Mod. Seq. 


Fig. 


Section C. 
(1) Absolute Intervals. 


There are major 7ths on the staff from c-b, f-e; in the major scale from 1-7, 
4-3; in the minor scale from I-7, 3-2, 6-5; inthe IV’ chord in major. There are 
minor 2nds on the staff from e-f, b-c; in the major scale from 3-4, 7-8; in the 
_ minor scale from 2-3, 5-6, 7-8. ‘To sing a major 7th up call the lower tone 1 
and sing 7; to sing a major 7th down call the upper tone 7 and sing 1. To sing 
a minor 2nd up, call the lower tone 7, and sing 8; to sing a minor 2nd down, call 
the upper tone 8 and sing 7. 


(a) Play any tone on the piano and sing a major 7th up, using first the 
number-names, then the letter-names. 

(b) Play any tone on the piano and sing a major 7th down, using first 
the number-names, then the letter-names. ; 

(c) Play any tone on the piano and sing a minor 2nd up, using first the 
number-names, then the letter-names. 

(d) Play any tone on the piano and sing a minor 2nd down, using first 
the number-names, then the letter-names. 


(2) Rhythmic Drill. Irregular rhythm in 4/4 meter. 


(a) Study, using the arm movement to indicate the meter, and sing to 
la on a major scale. 


118 


é 
Tr, 
== 


e 
ala 


jae yar 


@ @.. £4, Gh 9 (ae ae ee ee ee 
aoe | | 
nt «@ 


8 


(2) Prac 
(a) 
(b) 
(c) 
(d) 
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Sing to Ja, thinking the number- and letter-names. 
Sing from dictation. 
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(f) Exercises for pitch and key drill. 


I 


7 
29 


Sing both the number- and 


letter-names. 


7th of II’, R of II’, 3rd of V, 


>) 


> 7th of IV’, 3rd of I, sthof V, 
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(3) Exercises for Sight 


Singing: 
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-Song 


Folk 
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13 


LrEsson 


chord is formed by adding a third to the VI triad. 


use of the minor 3rd from the root to the 


tu .) 
6B. 
QOL 
ay 
See) 
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and the minor 7th from 


b) 


to the 8th degree of the scale 


The VI’? 
discord beca 


P) 


chord 


, as the 7th of this chord, resolves downward to 


the 6th to the 5th degree of the scale: 


The 5th degree of the scale 


the 4th degree. 
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The VI’ chord may follow her chord, and the VI chord. It will be followed 
by any chord but the’I. | 

The VI’ chord sounds like the II’ chord with the 3rd and sth degrees of the 
scale suspended. 


Section A. 


(1) . Construct double periods in F major, with a new second consequent 
phrase. Use all triads, inversions, seventh- and: ninth-chords as a basis for the 
melody. Employ irregular rhythms 4/4 meter. 


Section B. 


(1) Practise the following Chord Successions: 

In these exercises in triple meter the chord on the third pulse resolves to the 
chord on the first pulse; the chord on the second pulse is unrelated and allows 
foreign progression, the V to the IV or V to the II chord. 


(a) Play the entire exercise, listening to the character of the chords and 
_ inversions. 

(b) Pause after each II’ and V’ chord and think the chord of resolution.. 
If you cannot hear mentally the chord of resolution, play it, then 
go back and try again. 

(c) Read the entire exercise mentally. 

(d) Have each exercise dictated. 


~The IIf chord is recognized by its chord of resolution, the V7, or by its 
diatonic introduction by the I chord. . 


124 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


Think the 


chord will resolve to some interval in the IV’, II’ 


(a) Play the I, VI’, IV’, II’, V7 and I chords in F major. 
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(b) Play the intervals, determining their sound in relation to the root 


of the chord and to the key-centre. 


Sing the intervals. _ 
(d) ‘Transpose the intervals to.the keys of Eb, Bb, G, D and C major. 


Test. - 


(c) 


i 
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(3) Exercises for Melodic Dictation and Sight-Singing: 

Double periods with new second consequent phrase. Skips in the VI’ chord. 
Irregular rhythm in 4/4 meters. 

(a) Play the I, VI’, II,’ V’ and I chords in the key of F major. Read 
each melody mentally, using the arm movement to indicate the 
meter and thinking the rhythmic subdivisions. Be careful not to 
overstress the rhythmic accents. 

(b) Play, studying the form. 

_(c) Play the first antecedent phrase and sing from memory to Ja. Sing 
the number-, then the letter-names. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the entire first period and sing from memory. 

(f) Study the second period in the same way. 

(g) Transpose to the keys of Eb, D, G and A major. 

(h) Have each melody dictated as outlined on page 87. 
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Section Ci 


Irregular rhythm in 3/4 meter. 


Rhythmic Driil. 


(1) 


using the arm movement to indicate 


la.on a major scale. 


, and sing to 


the meter 


(a) Study, 
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(e) Sing the following chords in the key of F major to the rhythm of 1: 
Cody oWeseds VIE VEIVG DT, LES V ipl ttocthe thy thor.grce eel lr 
wiley VS5ita, LV dey TLS, Vals to the rhythmgot'3:" oli ley ee 

VI IV 5 N55 i le eV" 1 tothe chy thimeeot 4:0, eee 
Tes Vil VE GaLY Gav a Eh ae Vode 
(f) Exercises for pitch and key drill. Sing both the number- and letter- 
names. ashi 
(1) sth of Ty. vth-of VI", 7th ctv ard-of 1, 7throt Vi Biome 
ard ‘of V",.sthjof V:R:of I, 7th of 1V’,'R of Ii Setives 
VaR D 
(2). rd‘of Ty 7th of TV’, 7th of dl’; 3rdJot V)7th of Ward: 
Lyisth of VI; 7th of VIG sth ofl,ard of Vit, sth ory 
7th of II’ R of I. . 
(3) Roof Lj gth of TW’. 3rd of VR of V4 sth of aR ony one 
of VI" R of IV; 7th.of 1V",-R of Th, vtmohliiisrd ony 
Riopds 
(4) “‘grd.of 1, Riof Il!) 3rd of II, vth of V1)-4rdiol VS graven 
J; sth of I: 7th of VIi7thioi V% 3rd ot Livtinjore ays 
3rd of I,, 7th of V’, 3rd of I. 


(g) ‘Transpose to other keys. 


(3) Exercises for Sight-Singing: 


“ey 
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Negro Song 
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Old Swiss Melody 
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CHAPTER IV 
CHROMATICALLY ALTERED CHORDS 


The pitch of the 1st, 2nd, 4th, 5th and 6th degrees of the major scale may be 
chromatically raised a half-tone, and the 2nd and 6th degrees chromatically 
lowered a half-tone, without disturbing the feeling of the tonality. 

In using the scale-line these inflections must progress chromatically as chro- 
matic passing-tones, never diatonically, or a modulation will occur: 3 4 #4 5 or 


5 #4 44 3, not 3 #4 5 0r 5 #43: 


In minor, the 2nd and 5th degrees are not raised because of the lowered 3rd 
and 6th degrees. The 6th degree is raised in the melodic progression from the 
6th' to the 7th degree, and the 7th degree is lowered in the melodic progression 
from the 7th to the 6th degree. 

In skips, single or consecutive, the altered tones must be part of a chord. © 


The #4, of the II! or IV} chord: $s 


muy Wy 
The #2, of the Vz, Vi, V3 or the IIi, in conjunction with the #4: 


The #1, of the VI: Gs 


VI 


The #6, of the VIZ, in conjunction with the #1: ais 


The b6, of the II7, IV? and V?: 


The ba of the Vi and.V2: eee 


vib 


The b2 and b6 together in the II,, and oV},: ane 


yh Vy 


[ 132 ] 


ae 
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The #4 and 6 together in the II}, and IVi,,: 


#2, #4 and b6 together in the II1,,: tS 


ty, 


#2 and b6 together in the 9V3,: eI 
2 


ov, 


Lesson 14 


The raised 4th degree is used as a chromatic passing-tone in progressing 
either from the 4th to the 5th degree, or from the 5th to the 4th degree: 


SS 


Skips may be made from or to the raised 4th degree in the II} chord. The 
scale-line using the natural 4th degree or skips in the V’ or I chord should follow: 


=e 


I’s 


Section A. 


(1) Construct double periods in C major, with a new second consequent 
phrase. Use all triads, inversions, seventh- and ninth-chords and the IJ} 
chord as a basis for the melody. Employ irregular rhythms in 3/4 meter. 


Section B. 
(1) «Practise the following Chord Successions: 


The ,V° chord is a discord because of the minor 7th from the root to the 
seventh of the chord, the 7th tothe 6th degree of the scale. The gV°® chord 
may be followed by the V7, V or I chord. 


(a) Play the entire exercise, listening to the character of the chords and 
inversions. 

(b) Pause after each 9V°, II’ and V’ and think the chord of resolution. 
Test. 

(c) Read the entire exercise mentally. 

(d) Have each exercise dictated. 


The ,V’ chord will often be confused with the II’, as they have three tones 
in common, the difference being that the 7th degree of the scale is in the ,V° 
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Play the II3 chord in place of the 9V°, then the 


and the Ist degree in the II’. 
oV’, until you hear the difference. 


(e) Repeat these exercises in c minor. 


an 
32 


y 


V4 
"y 


ine 
igs 
iB 


owing Intervals: 


a= 
y 
Practise the 


aN 
5) 
— 


foll 


The following intervals, 


on qd) 

Ee o 

oO" ED 
3) 
bat?) 
ee 
@ 
sa 
ra 
is, 20D): 
Lae. 
Be 
= 
60 


nd to the #4th degree 
e chord, the #4th to the 6th de 


he 8th of the chord, the #4th to the 


stne 2 
3rd to the sth of th 


parts of the II} chord, are used: 
; the minor 6th from the 3rd to t 


rom the root to the 3rd of the chord 
the minor 3rd from the 


of the scale 


fro 
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2nd degree of the scale; the major 6th from the 5th to the 3rd of the chord, oe 

the 6th to the #4th eos of the scale. 

(a) Play the I, IV, II’, II}, V7 and I chords in C major. Think ae 
sound of the terval 

(b) Play the intervals:determining their sound in relation to the root 
of the chord and to the key-centre. 

(c) Sing theintervals. Test. 

(d) ‘Transpose the intervals to c minor. 


(3) Exercises for Melodic Dictation and Sight-Singing: 

Double periods with new second consequent phrase. Skips in the II} 
chord and the #4th degiee used as a chromatic passing-tone. Irregular rhythm 
in 3/4 meter. 

(a) Play the I, IV, II’, I1j, V7 and I chords in C major. Read each 
exercise mentally, using the arm movement to indicate the meter 
and thinking the rhythmic subdivisions. 

(b) Play, studying the effect of the chromatic tones. 

(c) Play the first antecedent phrase and sing from memory to la. Sing 
the number-, then the letter-names. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the entire first period and sing from memory. 

(f) Study the second period in the same way. 

(g) Transpose to the keys of B, A, D and E major. 

(h) Have each melody dictated as outlined on page 87. 
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Mod. Seq. 


I 


Schumann 


> cei 
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Section C. 


Irregular rhythm in 6/8 meter. 
using the arm movement to indicate the meter 


n a major scale. 


(1) Rhythmic Drill. 


and sing to 


? 


(a) Study, 


lao 


Practise the following Chord Successions: 


— Q) 


(a) Sing each exercise mentally. Test for pitch. 


(b) Sing the number-, 
(c) Sing to Ja, thinking the number- and letter-names. | 


names. 


then the letter- 


(d) Sing from dictation. 


i! 
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(e) Sing the following chords in the key of C major to the rhythm of 1: 
f, IV, 11s, 1... Vip Ty TE: Vi, 13toxthe rhythmeof 2: lc ilae, 
FE pV yd TE ie te", 13 to the ahythmiets- 1,V Lay ati 
1139, To, Vi> 1, dliviits Vi, 1:-to the rhythm of ary ly od a 
I., Wie oV’, ls Ili, IIiz, V3, Vi iF , 

(f) Exercises for pitch and key drill. Sing both the number- and letter- 
names. 


(x) | R-of-J, 7th of II, sth of 11}; 3rd-of TIZiR -of V%, 7th of 
V7, 3rd..of DR of if -3grdvof Ty 7thet-V {ardor 
Rott: 

(2). 3rd of -I, R of IV, 3rd of II}, 7th of II’, 3rd-of V", 7th of 
Me sth of I, 7th of VI¥, 3rd of 11%, Stheof 17) sth ofaVs 

of I: 

(3) sth of I, 7th of IV’, R of II’, sth of II’, 3rd of II’, 3rd 
of II}, 7th of V’, 3rd of I, 7th of II’, 3rd of II}, 3rd of 
[It inth of Vigrdiet Wi Riots | 

(4) 8th of I, 3rd of IV, 7th of IV’, R of Il’, 7th of II’, 3rd _ 
of II’, 3rd of IIj, sth of 1,, 3rd of II}, 7th of V7, 3rd of 
VV", R of. 1, . : : 


(g) ‘Transpose to other keys. 


[39 
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Exercises for Sigh 


(3) 


ADVANCED EAR-TRAINING AND SIGH T-SINGING 


140 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


141 


15 


LEsson 


© 0 Poy 
= 4 aao 
8 5 Og wv 
o 2 v 
Gq ona Gs 
One Ones 
re Dre i) (va) 
ne 6 2S 
oY = 
One Oe). 
o ae orm 
2 6 Se 
See Sag 
o vo oO ct 
bc @ ome) MD Op 
bo eiveay 
SO > Ord 
a 
Od pace 
ov veges 
Cesk oes 
Cr, atic 
ae Sucre 
oF om 
=a ad 
wean Ba 
(Cy fe sa BO 
aE ie 0 
yd Shae ae! 
OFS vw. 
on > me 6 
os = haere 
ous os 150 ann 
Bee ee 323% 
eee 
= 5 pour 80 
o d ne) Or Hi ge & 
OG waits ie es 
igs ea YE, 9 
a u ar ha 
go st Ries eat 
te] =) Q, 
oO Ey e) OU 2 
ren oc fae a 
me, ea Poe Ore 
Ds x53 Mo} She Ss 
5 8 Bas 8 
Lae 2980 
so S 95 £8 
Shee $ ae OF oe8 
bo coanaeat aes eee 
a 7~-_~ 
ee 2 oe Se eee 
Bell a eg yc 
oO 
As} i ~”D Qu W 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


142 


Section B. 


Practise the following Chord Successions: eg 
(a) Play the entire exercise, listening to the character of the chords and 


(1) 


inversions. 
(b) Pause after each IV’, II’, V’ and 9V° chord and think the chord of 


resolution. 
(c) Read the entire exercise mentall 


(d) Have each exercise dictated. 


The IV’ chord sounds like a II? 


suspended. 


y- 


chord with the 3rd degree of the scale 


ps ‘the characteristic tone of difference 


Be sure the mind gras 


between these chords. 
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(2) Practise the following Intervals: 


In the IV chord there will be a minor 3rd from the root to the 3rd of the 
chord, the bath to the 6th degree of the scale; a diminished 5th from the root 
to ie 5th of the chord, the #4th to the 8th Aho ee of the scale; a minor 7th from 
the root to the 7th of the chord, the #4th to the 3rd degree of aie scale. 

(a) Play the ile IV5-1Vi,41lis,-V" and’ I chords in Bb major. - Think 
~*sthe senad of the PEAS 
(b) Play the intervals determining their sound in relation to the root 
of the chord and the key-centre. 
(c) Sing the intervals. 
(d) ‘Transpose the intervals to C major. 


Tae ee A BS 9 ae Te 
peg ge ©) eG te been 1S) eS pe 


(3) Exercises for Melodic Dictation and Sight-Singing: 

Double periods with a new second consequent phrase. Skips in the IV} 
‘chord and the #4th degree used as a passing-tone. Irregular rhythm in 6/8 
meter. 

(a) Play the I, IV, IV’, IVi, ie V‘ and I chords in Bb major. Read 
each exercise mentally, using the arm the movement to indicate 
the meter and thinking the rhythmic subdivisions. 

(b) Play, studying the effect of the chromatic tones. 

(c) Play the first antecedent phrase and sing from memory to la. Sing 

the number-, then the letter-names. 
Eid Practise: thie fee consequent phrase in the same way. 
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(e) Play the entire first period and sing from memory. 


(f) Study the second period in the same way. 


A and G major. 


(h) Have each melody dictated as outlined on page 87. 


2 


D 


b) 


(g) Transpose to the keys of C 
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Section C. 


| Rhythmic Drill: 


(1) 


A tie and a dot have the same effect and are sung in the same manner, with 


a slight pressure on the tied note so as to preserve the pulse. 


Rhythms which can be expressed by a dot are seldom ex- 


not gee 


pressed by ties ae SiG 


When holding a tied note, always think the subdivision which makes the next 


figure, i.e., if singing ’ der) . think the triplet as the quarter is held; for 


—~S 


“—- 
the figure a Depo , think either two eighths or four sixteenths. 


(a) Study, using the arm movement to indicate the meter, and sing the 


e 


rhythms to Ja on a major scale. 


1d 


It 


Sapel la 


Viddeves 
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(2) Practise the following Chord Successions: 


then the letter-names. 


> 


thinking first the number- 


Sing each exercise mentally. ‘Test. 


| 
fe) 
2e 
3 
WY 
3 
Pe 
<5 
oe 
5D 60 
2S 
NN 


(a) 
(b) 
(c) 


In singing these rhythms be sure that the mind takes in the rapid arpeggio 


, think the rhythm and arpeggio that 


While the tied note is being held 
is to be sung on the next pulse. 


as a unit. 
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page 138, in the key of Bb major. 


9 
oV"s 


(e) ‘Transpose these exercises to other keys. 
(f) Sing the exercises for pitch and key drill of the preceding Lesson on 


Exercises for Sight-Singing: 


(3) 
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Lesson 16 


In a melody the raised 2nd degree is used as a chromatic passing-tone between 
the 2nd and 3rd degrees and the 3rd and 2nd degrees. In progressing from 
the 3rd to the 2nd degree, the progression is often written 3, lowered 3 and 2.. 
It will be found simpler and much less confusing in both harmonic and melodic 
relations in major to use the raised 2nd, never the lowered 3rd degree, as this is 


the characteristic tone of the minor mode. 


Skips may be made from or to the raised 2nd degree of the scale in the IIf, 
chord. ‘The scale-line, using the natural 2nd degree, or skips in the II, II’, V’ 


or I chord, should follow. += 


11'ty 
Section A. t 


(1) Construct double periods.in B major, with a new second consequent 
phrase. Use all triads, inversions, seventh- and ninth-chords, the II}, IVi, 
and IIiz, as a basis for the melody. Employ the rhythms given on page 145. 


Section B. 


(1) Practise the following Chord Successions: 
(a) Play the entire exercise, listening to the character of the chords and 
inversions. : 
(b) Pause after each seventh-chord and think the chord of resolution. 
(c) Read the entire exercise mentally. 
(d) Have each exercise dictated. 


IW WW! mene vei le ee ee 


(2) Practise the following Intervals: 


In the II, chord there will be a minor 3rd from the root to the 3rd of the 
chord, the #2nd to the #4th degree of the scale; a diminished 5th from the root 
to the 5th of the chord, the #2nd to the 6th degree of the scale; a diminished 
7th from the root to the 7th of the chord, the #2nd to the 8th degree of the scale; 
a major 6th from the 3rd to the 8th of the chord, the #4th to the #2nd of the 
scale; an augmented 4th from the 5th to the 8th of the chord, the 6th to the #2nd 
degree of the scale; an augmented 2nd from the 7th to the 8th of the chord, the 
8th to the #2nd degree of the scale. 


(a) Play the I, IV’, II’, II}, Ilj,, V’ and I chords in B major. Think 
the sound of the intervals. 

(b) Play the intervals determining their sound in relation to the root of the 
chord and to the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to C major. 
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(3) Exercises for Melodic Dictation and Sight-Singing: 


Double periods with a new second consequent phrase. Skips in the IIk, 
chord and the raised 2nd and 4th degrees used as passing-tones. The tie in 2/4, 


3/4. and 4/4 meter. 


(a) Play the I, II’, Ilj, Iff,,-I, V’ and I chords-in B major. Read 
each exercise mentally. ‘Test for pitch. 

(b) Play the entire melody, studying the effect of the cadences, the 
chromatic tones and the ties. : 

(c) Take each section of the melody which has a chromatic inflection 
and sing it first without the altered tones, then as written. 

(d) Play the first antecedent phrase and sing from memory to la. Sing 
the number-, then the letter-names, mentally and aloud. 

(e) Practise the first consequent phrase in the same. way. 

(f) Play the entire first period and sing from memory. 

(g) Study the second period in the same way. a 

(h) Play the entire double period and sing from memory. 

(i) ‘Transpose to the keys of C and Bb major. 

(j) Have each melody dictated, as outlined on page 87. 
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Section C. 


(1) Rhythmic Drill: 


and sing the 


? 


using-the arm movement to indicate the meter 


rhythms to Ja on a major scale. 
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(d) Sing the following chords in the key of B major to the rhythm of 1: 
Ty Ly, Lig: Lig FV Teh TVG LE VG, Tsptothe chy thim-o1 22 set, 


LWT, TDi Elia, Tile’ yy Ve 1 tothe ee eee aides 
Tihs Tay TV Te Vian Tg VV 3 to the @hythm ofr eed ly ane 
ce We) RE Dian Wee Lap ciee: & ae 


(e) Exercises for pitch and key drill. Sing the letter- and nutabernariee! 

(1) “R.of I, 'Riof Ili grd*of lly 7thvot) VG R: at V", 2rd oreless 
3rdof IV, R of Tks, ard of I, 3rd ons Vik of T: 

(2) aid : , Oe a wees of Meet Tee ee ite we of V’, 
sth of I, 7th’of 114, 3rd of Il; 7th of Vi503rd_ of T: 

(3) 5thof I, 3rd of IV, 5th of IV, 7th of II’, R of IIfy, 5th of I1i,, 
sth of 1 Ryof LVs231d of Va" senor V Gone. 

(4) 3rdofI, 7th of II, R of Ij, 5th of Ilfy, 3rd of II}, 3rd of I, 
7th of Viasth of Lgrd ‘ot VioReotd: 


(f) Sing this drill in the keys of Bb and C major. 
(3) Exercises for Sight-Singing: 
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CHAPTER V 
MODULATION AND EMBELLISHMENT 


Modulation is the process of progressing from one key or mode to another. 

Modulations to the keys of the Dominant, Subdominant, the Relative Minor 
and the relative minor keys of the Dominant and Subdominant are most used; 
these are easily made because of the common tones and chords. Modulations 
to these keys are known as Next-Related Modulations. | 


The next-related keys are those on either side of a 
a. key in the circle of keys, and have one accidental more 
or less in the signature. 


In modulating, it is best to leave the key with the I chord on an accented 
pulse of the meter and to begin the new key with any chord but the I on an 
unaccented pulse of the meter. : 


LEssON 17 
Modulation to the Dominant Key and back is by the V’ or a common chord; 


e.g., the I chord of C is the IV chord of G; the V chord of C is the I chord of G; 
the VI chord of C is the II chord of G; the III chord of C is the VI chord of G. 


IofC VofC VIofC IMofCc 
IVofG lIofG WHofG VlIofG 


In Section B, Ex. 1, the first three chords establish the key of C major. The 
key of G begins with the IV chord, the second chord in the second measure. The 
first chord in the second measure is the I chord of C major, because it is the 
resolution of the preceding V chord. The next chord, though identical with the 
preceding chord, is the IV chord of G major, as it resolves into the I, chord over 
the bar. The same type of modulation is made from G back to C in the second 
phrase. In Ex. 2, the first chord in the consequent phrase is either the I of Cor 
the V of G. In Ex. 3, the key of G begins with the V®: the I of C preceding is the 
IV of G. The consequent phrase begins with the V® of C. In Ex. 4, the second 
chord of the second measure is the I, of C, the resolution of the V3 chord, and at 
the same time the IV, chord of G progressing over the bar into the I chord. 


Section A. 


(1) Construct parallel and contrasting periods in the key of C major, : 


modulating to the key of the dominant and back. Employ the meters and 
rhythms given on page 154. 
| 160 | 
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Work as in the preceding Lessons. Write the chord symbols and construct 
_ the melody from the chords, It is best not to modulate until there have been 
enough chords in the key to establish the tonality; in duple and quadruple meter 
at least three, and in triple meter at least four. 


Note.—The IV or V chord progressing to the I chord establishes a key. 
When modulating in the period form the modulation to the key of the domi- 
nant is generally made in the antecedent phrase, so that the perfect cadence in 
the dominant key takes the place of the semicadence. See Ex. 1, Section B 


CEyy 
Section B. 


(1) Practise the following Chord Successions: 

(a) Play the entire exercise slowly, listening to the character of the 
chords, if major or minor, active or rest, inverted or fundamental. 
Do not try to think the key, 

(b) Pause after the last chord in C and think the rest of the phrase. 
Pause after the last chord in G and think the rest of the phrase. 

(c) Sing the number-names of the soprano as you play. 

(d) Read the entire exercise mentally. 

(e) Have each exercise dictated. 

(1) As the entire exercise is played, relax and listen to the sound of 
the chords. Do not analyze. 

(2) As the chords are played a second time, write down the chord 
symbols as you hear them, regardless of key. 

(3) Write the numbers of the soprano. In Ex. 1 you will hear the 
first three nunibers: as 8, 7,8; the next as 8; the next'as3; 
or passibly it will be uncertain; the next as 2,1. The mind 
will reflect and hear 3, 2,1. In that case the fourth pitch will 
have to be 4, as the unaccented pulse is always related to and 
progresses into the accented pulse. In the consequent phrase 
you will hear 3, 4,3, then 5, then 3, 2,1. ‘The mind will reflect 
and make the fourth pitch 2, resolving up to 3 over the bar. 

(4) Next, write the absolute pitches of the soprano. In Ex. 1 you 
will have c, b, cas 8,7, 8; then c as 4, b as 3,a as 2 and gas 1, 
therefore you have modulated to G Se In the consequent 
phrase, b,c, byas 3, 4, 3-0f the key of G, the d as 2, e:as 3,.d as 
Or angd.c as: 1s theretors a modulation back to.@ majors: dnsEx, 

7 4, the: ¢\in the second measure is, at the same time, the 8th 


_ degree of the key of C and the 4th of G. 
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Practise the following Intervals: 
(a) -Playsthe'l, IV,-11%, 11),.117,,. V4 andl echordsinC iaarajor. 


(2) 


Think 


determining their sound in relation to the root 


9 


the sound of the intervals. 


(b) Play the intervals 


of the chord and to the key-centre. 


(c) Sing the intervals. 


(d) ‘Transpose the intervals to D major. 
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(3). Exercises for Melodic Dictation and Sight-Singing: 


Modulations to the Dominant Key. The tie in 4/4 and 6/8 meters, and skips 
in the IIj, chord. 

In each melody the modulation to G major is made after a I chord of C on 
an accented pulse. The modulation back to C is made after the I chord of G 
on an accented pulse, or at the beginning of the consequent phrase. 


(ay aPlay the: 1, V7; 1 chords-in C; the 1V-15, V",1 chords'in G, the Y‘,.1 
chords in C. Read the exercise mentally. 

(b) Play the entire melody and decide where the modulations occur. 
(c) Play the antecedent phrase twice and sing from memory to la. Sing 
mentally the number-names, the letter-names. Sing aloud. ‘Test. 
Nore. In each melody, at the point of modulation the tones could bein either key. Avsafe rule is 
to begin the numbers of the new key on an unaccented pulse, except after thecadence. Inthethird measure 
of (1) the g is the 5th of c, the next three notes at first sound like 3, 2, 1 of C, but as soon as you hear the 


b, a, g as the 3, 2, 1 of G the mind reflects and rhythmically includes the e, d, c with the b, a, g, making 
it 6,5, 4, 3, 2, lof G. The next phrase begins in C. 


- .(d) Practise the consequent phrase in the same way. 
(e) Play the entire period and sing from memory. 
(f) Transpose to the keys of B and D major. 
(g) Have the melodies dictated, as outlined on page 19. 


The pupil marks where the modulations occur and the scale-steps. 
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Section C. 
(1) Absolute Intervals. 


There are diminished 7ths in the major scale from 7-b6, #2-8, #6-s; in 
the minor scale from 7-6, #4-3; in the oV;, II, and VIis chords. There are 
augmented 2nds in the major scale from b6-7, 8—-#2, 5-#6; in the minor scale 
from 6-7, 3-#4. A diminished 7th sounds the same as a major 6th and is sung 
up and down as the major 6th. The augmented 2nd sounds the same as a 
minor 3rd, and is sung as the minor 3rd. vi 


(a) Sing a diminished 7th up and an augmented 2nd down from the 
following pitches, using first the number-names, then the letter- 
names. (Use the numbers 7-6 for the diminished 7th and 6-7 
augmented 2nd.) 


(b) Sing a diminished 7th down and an augmented 2nd up from the 
following pitches, using first the number-names, then the letter- 
names. \ 


(2) Rhythmic Drill: 


(a) Study, using the arm movement to indicate the meter, and sing 
to Ja on a major scale. Beat two to the measure. As the J. 
is held, the mind divides the pulse into triplets. 


oe se eel tei an 
(2) Ee ae d 2) ee SPrerira 
Be edades edi de dudded | 
ors swad di des te, JED Bee 
(5) Sige 1s 7 ee “Bias ph ! 
(6) A dads Pe d de 


5 ace ieee i ees emer 
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6 Sear Popes betes Mines Ven oiiees | 


PE EEER 


cEREESE 


eo coe, ares eee Sen Sues eer 


Chord Successions: 


(3) Practise the following 


Sing each exercise mentally. ‘Test. 
(b) Sing the number-, then the letter-names. 


(a) 


In the fourth chord of 1 the numbers are 1358, in the next chord the numbers are 


4 6 8 4 of the key of G. 


Nore. 


ence to the written exercise. 


Sing to Ja, thinking the letter- and number-names. 
(e) Sing from dictation. 


(d) From memory, i.e., write down the symbols and sing without refer- 


(c) 


II’ 
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ip 


C major 
LIVVET 


(f) Sing the following chord successions to the rhythm of 1: 


C major 


G major 
7 7 7 
ee lige Nia) Las We 


G major 
7 7 
I, IL, V’, 


| 


Iv, I 


* 


, I; to the rhythm of 2: 


ime 


IV,, Ia, 


\ 


C major 


| ‘ 


Ito thre chy thm Ot. 3 <c1y Vile Lia Pls, LI 5V 


G major 


I 


9 
19 


Uf 
1) 


T 
r 


| 


C major 


TV,, 113, V’, V3, Li, [yz 12, V", 1; to the rhythm of 4: 


li IV, oV’, fe is 


G major 
Vea tek. Me Vi E 
(g) Exercises for pitch and key drill. 


Sing the letter- and number- 


As these exercises are sung, think the entire chord as. 
In this way the harmonization of the 


tone is heard as the tone is sung. 


well as the tone asked for. 


names. 


R of IV, 3rd of IV, 5th of I, 3rd of 


ey 
re) 
~% 
ese 
a4 
fe) 
Ho 
rah ° 
ge 
Orsoes 
eae aa 
RCN Ta 
Pw. 
ae 
Mon 
ee Ge 
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la Sa) 
er ano 
a an 
SOAS) 
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py 
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<a oR oH 
= SOMO 
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ie 
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Og 
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V°,. ord. of V7, ;R of Tey th 
R. of I; 5th of V7, R of I 
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Pr ty, 
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Singing: 


for Sight- 


ry 


(4) Exercises 
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Beethoven 


Rheinberger 


(ED 


Beethoven 


. weed Ye Buhach) Pre 
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Lesson 18 


Modulation to the Subdominant Key is made in the same way as to the 
Dominant key. Leave the key after the tonic chord on an accented pulse and 
begin the new key with any active chord on the unaccented pulse. 

In Ex. 1 of Section B (1) the first three chords establish the key of G major. 
The fourth chord is the same as the third with a 7th added which immediately 
establishes the key of C major. In the consequent phrase the first three chords 
are in the key of C major; the next chord, though the same as the I of C, is the 
IV of G because of its resolution. 

In a melody the raised 5th degree of the scale is used as a chromatic passing- 
tone in progressing from the 5th up to the 6th degree. 

Skips are not made from the raised 5th degree. When skips are made to the 
raised 5th degree it resolves into the 6th degree, as it is the lower neighbor of 


the 6th degree. 


Skips may be made to or from the raised 2nd degree in the Vs, Vj, Vi 
chords. Skips in the I chord, or the scale-line, will follow: 


Section A. 


(1) Construct parallel and contrasting periods in the key of G major, 
modulating to the key of the subdominant and back. Employ the meter and 
rhythms given on pages 165 and 166. Use the V;, Vi, and V3 chords. 

Write the chord symbols and construct the melody in the usual manner. 


Section B. 
(1) Practise the following Chord Successions: 


(a) Play the entire exercise slowly, listening to the character of the chords. 
Do not try to think the key. 

(b) Pause after the last chord in G and think the rest of the phrase. 
Pause after the last chord in C and think the rest of the phrase. 

(c) Sing the number-names of the soprano as you play. 

(d) Read the exercise mentally. 
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(e) Have each exercise dictated. 


listen to the sound of the chords. 


(2) Second playing, write down the chord symbols. 


(1) First playing, 


Do not think 


of the keys. | 
(3) Third playing, write the numbers of the scale-steps of the 


write the absolute pitches of the soprano. 


soprano. 
(4) Fourth playing, 


In the consequent phrase, c . 


In Ex. 1 the pitch b changes from the 3rd of G to the 7th of C. 


becomes the 4th of G on account of its resolution. 


Nore. 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 173 


<2) Practise the following Intervals: 
(a) Play the I, IV, Ij, IIj,, [17s V7 and I chords in G major. Think 
the sound of the intervals. 
(b) Play the intervals, determining their sound in relation to the root of 
the chord and to the key-centre. 
(c) Sing the intervals. 
(d) ‘Transpose the intervals to F major. 


(3) Exercises for Melodic Dictation and Sight-Singing: 

In each melody the modulation from G to C is made after the I chord of G on 
the accented pulse, which becomes the V chord of C. The modulation back to 
G is made in the same way or after the cadence. 

— (a) Play the I, V’, I chords in G; the V’, I, chords in C; the IV, I, 
V’ and I ohords of G. Rese each melody mentally. 

(b) Play the entire melody and decide where the modulations occur. 

(c) Play the antecedent phrase twice and sing from memory to la. 
Sing mentally the number-, then ae letter-names. Sing both 
aloud. 

Nore. It is even harder, in modulating to the Subdominant, to decide when the modulation occurs, 
as the I chord of Gis the V chord of C. In (1), third measure, the high gis both the 8th degree of Gand 
the 5th degree of C. The f is ae the 4th say of C, so it is better to consider the entire pulse in 
C and that the numbers of g, f are 5, 4. 

(d) Practise the consequent phrase in the same way. 
(e) Play the entire period and sing from memory. 

(f) ‘Transpose to the keys of A, F and E major. 

(g) Have the melodies dictated as outlined on page 19. 


174 


Inversion of Fig. 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


Modified Seq. 


Figure 


Schumann 


LZ5 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


Section C. 


There is a 


chord in major and the III chord in minor. 


in the V# 
diminished 4th in the major scale from #2~—5, in the minor scale from 7-3. 


73 


Absolute Intervals. 
There is an augmented 5th in the major scale from 5-#2, in the minor 


(1) 
scale from 3 


The 


augmented 5th sounds the same as the minor 6th and is sung up and down as 
the minor 6th. The diminished 4th sounds the same as a major 3rd, and is sung 


as the major 3rd. 


(a) Sing an augmented 5th up and a diminished 4th down from the 


following pitches, using first the number-, then the letter-names. 


(b) Sing a diminished 4th up and an augmented 5th down from the 


using first the number-, then the letter-names. 


? 


following pitches 


using the arm movement to indicate the meter 


Ja on a major scale. 


(2) Rhythmic Drill: 


and sing to 


2) 


(a) Study, 


og oe Seiad hk Pidiveedomemmn 


S— 


(4) did SFL I ie 4 Jo Pee PE 


i: pee ea 

pee tin 
of bi FRITS, jets 1 dd eo 
@ did SUE Gd FFL 


{oo a ee ce a 
eer Pa ee 


OS JJdid- Je Pee creeriraerres np ta: i" 
 @) faid. JIG I 77 Jocaia7 [O5TTT 1d. 


(3) Practise the following Chord Successions: 
(a) Sing each exercise mentally. Test. 
(b) Sing the number-, then the letter-names. 


Nore. In the fourth chord of 1, the numbers are 3 5 83853; the next chord, 7245427 0f C 
major. 

(c) Sing to Ja, thinking the number- and letter-names. 

(d) Sing from memory. 

(e) Sing from dictation. 


| MRA a ee aa I Gmajor___. VI 


3 ow gs Ma ped 
aia 
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G major 


IVi, IV, IVi, 


(f) Sing the following chord succession to the rhythm of 1: I, 


Ge 


to the rhythm of 2: I, 


3 


C major 
7 7 . 
19 ih II 3g, I,, Vi, I 
C major 
II 


G major 
LV, (1 


>} 


9 A 
29 Vi, I 


7 
##9 


7 ‘e 
3) Ve Ij, 


| 
Vv 


| 


to the rhythm of 3: 


G major 


C major 


Vive 1a) Veycks eto. thet ehythim 7or 4eeles) Pema ae 


C major 


G major. 


(g) Sing the exercise for pitch and key drill on page 167 in the key of 


Singing: 


(4) Exercises for Sight- 


ee aes — —— 2 eee 
ISS Be es Se Ea 
eS OTE ee ee ee a 
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LEsson 19 


In the double period form, the cadences at the end of the second and third 
phrases are often modulations to next related keys instead of semicadences in 
the key. When in major, at the end of the second phrase, in place of the Domi- 
nant chord, there is an authentic cadence in the Dominant Key. At the end of 
the third phrase, in place of the Subdominant chord, there is an authentic cadence 
in the Subdominant Key. After the perfect cadence in the Dominant Key, the 
melody must return to the original key before progressing to the Subdominant. 
When in minor, the second phrase modulates to the relative major key. 

In a melody. the lowered 6th degree of the scale is used as a chromatic passing- 


tone in progressing from the 6th down to the sth degree. (25 


Skips are made to and from the lowered 6th degree in the II) chord. The 


scalé-line, or skips in the V chord, should follow. coal 


7, 
ae Il'b 
Section A. 

(1) Construct parallel double periods in the key of D major, modulating 
to the keys of the Dominant and Subdominant. Employ the meter and rhythms 
given on page 176. Use the IT} chord. 

Nore. Make the cadences as follows: At the end of the first phrase, an imperfect authentic cadence, 
or a semicadence in the key; at the end of the second phrase, an authentic cadence in the key of the Dom- 


inant; at the end of the third phrase, an authentic cadence in the key of the Subdominant; at the end of the 
fourth phrase, a perfect authentic cadence in the key. 


Section B. 


(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause after the last chord in D, and think the chords in A; pause 
after the last chord in A, and think the chords in D; pause after 
the last chord in D, and think the chords in G; pause after the 
last chord in G, and think the chords in D. 


Sing the number-names of the soprano as you play the chords. 


Read the exercise mentally. ‘Test. ; 
(e) Have each exercise dictated as outlined on page 161. 
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(d) 
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hia 
1 


ioe} 
N 


I 


b] 


5th from the root 


gree of the scale 


, the lowered 6 


; a major 
th to the 4th degree of 
the chord, the lowered 


3rd from the 3rd to the sth of the chord, 


e scale; a diminished 
, the 2nd to the lowered 6th de 


following Intervals: 
; an augmented 4th from the sth to the 8th of 


In the II{ chord there will be a minor 
the 4th to the lowered 6th degree of th 


to the 5th of the chord 


(2) Practise the 
6th from the 5th to the 3rd of the chord 


the scale 
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6th te the 2nd degree of the scale; a major 3rd from the sth to the 7th of the 
chord, the lowered 6th to the 8th degree of the scale; a minor 6th from the 7th 
to the 5th of the chord, the 1st to the lowered 6th degree of the scale. 

(a) Play the I, IV, II’, IIf, V’ and I chords in D major. Think the 

* sound of the intervals. 
(b) Play the intervals, determining their sound in relation to the root of 
the chord and the key-centre. 
(c) Sing the intervals. 
(d) ‘Transpose the intervals to C major. 


(3) Exercises for Melodic Dictation and Sight-Singing: 

(a) Play the I, V’, I chords in D major, the IV, Iz, V’, I in A major, the 
Wiel an D major, the V’, I in G major, the ae I V’, [in D major. 
Read each melody Hientally: este: 

(b) Play the entire melody and decide where the modulations occur. 

(c) Play the first antecedent phrase twice. Sing from memory to Ja. 
Sing mentally the number-names, then use the letter-names. Sing 
both aloud. 

(d) Practise the first consequent phrase in the same way. 

(e) Play the entire first period. Sing from memory. 

(f) Practise the second period in the same way. 

(g) Play the entire double period and sing from memory. 

(h) ‘Transpose to the keys of E, C and B. 

(i) Have the melodies dictated as outlined on page 87. 
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Section C. 


(1) Rhythmic Drill. Syncopations in 2/4. 
(a) Practise, using the arm movement to indicate the meter, and sing 
_ the rhythm to Ja on a major scale. 


7 
dd 
Ti 


( 


4 


( 
( 


a 

a 

3 
tid Fl 


<e. (aw 4 Cte 


6) Vite 


3 Z 


@diddid isd Jd 


*This effect may be expressed ded Le The tie is easier to read. © 


Syncopation is another term applied to irregular rhythm, the shorter notes 
falling on the pulse of the meter, thus shifting the rhythmic accent. This 
rhythmic variety is delightful and adds interest to a composition. In both 
music and poetry, when the metric and rhythmic accent coincide, the regularity 

of the pulsation is likely to grow monotonous and the mind to wander, carried 
away by the regularity. What can be more comfortable than to float on in a 
dreamy waltz, as in the middle section of Weber’s “Invitation to the Dance’’? 
How often in reading poetry we find at the end of a stanza that the rhythm has 
carried us on without any realization of the meaning of the words. Syncopation 
disturbs this regularity; the irregularity attracts and excites us. 

The long notes of any rhythm acquire stress or accent on account of their 
length. When these long notes fall on the pulses of the meter, the rhythmic 
and metric accent are one. When the long notes fall between the metric pulses, 
both accents have to be considered. In singing and playing syncopations, a 
frequent mistake is made of giving too much importance to the rhythmic accent 
and thus destroying the metric accent. ‘This is done by stressing or jumping on 
the long note. As the meter is the framework upon which the composition is 


ns ie 


( 


Boia 
0 SL anne eat ae 
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hung, it must be preserved so that the listener will recognize it and in this way 
feel and enjoy the syncopation. 


To sing this measure 4 dd d do not accent the quarter-note and 


give this effect dd 2 , making it sound as if it began on the up-beat 
of ; 


5) J 5) 14 Sing the measure with a stress on the first eighth, the 


metric pulse, feel the beginning of the quarter as a relaxation of that pulse, give 
a slight pressure as the the second pulse of the meter occurs, and feel the last 


eighth as a relaxation of that pulse. | Aaea ahs 
‘ zw 


SS = 


(2) Practise the following Chord Successions: 
(a) Sing each exercise mentally. Test. 
(b) Sing the number-, then the letter-names. 
(c) Sing to Ja, thinking the number- and the letter-names. 
(d) Sing from memory. 
(e) Sing from dictation. 
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D major 


vi 


ns 


iy 


D major 


vi 


I D major 
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4D major 


Gmajor 


vi 


vi 


D major 


D major 


A major 


D major 


= ©) 
= go} 
2 co) 
—4 i") 
oS < 
= n 
eae lt es aa) 
= Ste 
(e) 
Ginter Sahn 
Rae a — 
eS o 
a 5 eS Ti 
> § pa o 
° 4 we] 
Sed =) Oy as 
A 
Sac 
me |e 3g 
eH — SI 
apes e 
Sse eke 
5] aS 
as Same 
een oer 
ew ra 3 
ma Leos 
25 SERS eh 
oe Mae rs 
aata 
v § ms 5 
Onl sees 
r is 3 = 
A ey favre 
na Paes Ps) 
> BS aD 
nua nae ae . 
Ele oo 
ang 22a e) 
— ha UO age 
Rts gree 
wn 
oo 
69 
~~ 


#9 


(1) Rof I, R of IV, 3rd of II’, sth of Ili, R of V, sth of V 


3rd of I, 5th of VI, R of IV, 3rd of ITfy, 5th of I. 
(2) 3rd of I; -R of IL, 5th of I1®, 5th op il") sth of Tlie Riot 


V, 6th of TyigrdofoV' 27th off V"; srdiok dyes eh Of tl ae 


of V, 3rd of I. | 
(3) 3rd of I, sth of VI, 7th of IV}, sth of IV, R of IV 


7 
#9 


7 
b9 


R of Ik, sth of II’, 7th of II 


5th of I. 


(3) Exercises for Sight-Singing: 
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Folk-Song 
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Exercise I of Section B (1), the 


In 


preferably the dominant. 
first chord in the second measure is the I of Eb, the next the V’, which resolves 


Modulation to a relative key is made after an authentic cadence, through 
to the I of ¢ minor. 


an -activé chord, 


In a melody skips are made to and from the lowered 6th degree in the IV} 


chord. The scale-line, or skips in the II} or V’ chord, should follow. 


Section A. 


(1) Construct periods in the key of Eb major, modulating to the relative 


minor key and back. Employ the meter and 


skips in the IV/ chord. 


rhythms given on page 185, and 
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(1) Practise the following Chord Successions: 


Section B. 


(a) Play the entire exercise, listening to the character of the chords. 
(b) Pause after the last chord in Eb and think the chords in c minor; 


pause after the last chord in c minor and think the chords in 


Eb major. 
Sing the number-names of the soprano as you play the chords. 


(c) 


(d) Read the entire exercise mentally. Test. 


(e) 


Note. 


Have each exercise dictated as outlined on page I61. 


It is only by 


especially if the early 


, 


There will be trouble at first in hearing the numbers of the soprano 
training in music has been to sing the same numbers for the relative minor and major keys. 


constant practice and mental drill that this will be corrected. 


I 
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(2) Practise the following Intervals: 

In the IV? chord there will be a minor 3rd from the root to the 3rd of the 
chord, the 4th to the lowered 6th degree of the scale; a major 3rd from the 3rd 
to the 5th of the chord, the lowered 6th to the 8th degree of the scale; an aug- 
mented sth from the 3rd to the 7th of the chord, the lowered 6th to the 3rd 
degree of the scale; and the inversions of these intervals. 


(a) 


Play the I, 1V%, IV(,-H, Vi and Inchords'm Eb major; Think the 
sound of the intervals, 

Play the intervals, determining their sound in relation to the root 
of the chord and the key-centre. 


.Sing the intervals. 


Transpose the intervals to D and F major. 


= = 
| CRETE) Be ESD SET 
cy 1 oy 2: 


—G) Exercises for Melodic Dictation and Sight-Singing: 


(a) 


(b) 
(c) 


(d) 
(e) 


Play the I, V’, I chords of Eb major; the Ven Taine minor; the VI, 
ee (8 BBN ibe Vi, I, in Eb major. Read een exercise mentally. 

est. 

Play each melody, determine where the modulation occurs, and 
study its effect. 

Play the antecedent phrase twice; sing from memory to Ja. Sing 
mentally the number-names, then the letter-names. Sing both 
aloud. 

Practise the consequent phrase in the same way. 

Play the entire period and sing from memory. : 
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‘(f) 'Transpose to the ke 
(g) Have the melodies 


ys of D, C, and F major. 


dictated as 


outlined on page 19. 
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Section C. 


(1) Rhythmic Drill. Syncopations in 3/4 meter. 


(a) Practise, using the arm movement to indicate the meter, and sing 
the rhythm to Ja on a major scale. 


OF std elcome eres dd. ee i 
o> dd db] ibd Ode een ee 
3) dd ) SIF errr ir eee eerie i 
Ds od caudiaaes DUE STII Gd tu 
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(2) Practise the following Chord Successions: 
(a) Sing each exercise mentally. Test for pitch. 
(b) Sing the number-, then the letter-names. 
(c) Sing to Ja, thinking the number- and the letter-names. 
(d) Sing from memory. 
(e) Sing from dictation. 


Nore. In modulating, keep the chords common to each key in mind. 
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Eb major 
IV, U,V 


7 
29 


> 


(f) 


Sing the following chord successions to the rhythm of 1: I 


c¢ minor 
ea 


| 


LV; 1VZ ly. Valle Wiel, Vo ee 


Eb major 
LIV, 
Eb major 


Eb major 


IV}, In, oV®, I 


b] 


IV 


Ip, 


VI, 


? 


to the rhythm of 2: I 


>) 


I, Va, if 8 
c minor 


IVi, IV4,, 


Eb major 


| 


5) I IVi, Ip, Il, 


| 


| 


Eb major 


’) LV, Vip Vis I VG ove 


7 
2 I 
Eb major 


Me Vg ae 
(g) Sing the exercises for pitch and key drill on page 188 in the key 


of Eb major. 


) Exercises for Sight-Singing: 


(3 


Beethoven 
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Beethoven 
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Lesson 21 
In a melody, skips are made to and from the lowered 6th degree in the V? 
chord. The scale-line, or skips in the V’ and ,V}? or I chord, should follow 


aha 


v4 


Section A. 


(1) Construct periods in the key of A major, modulating to the relative 
minor key and back. Employ the meter and rhythms given on page 194, and 
skips in the V? chord. 


Section B. 


(1) Practise the following Chord Successions: 


(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause after the last chord in A, and think the modulatory chords to 
the next key; pause after ‘he last chord in f¥, and think the 
chords in the next key; pause after the last chord in E and sD 
and think the modulatory chords to the next keys. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Read the entire exercise mentally. 

(e) Have each exercise dictated as outlined on page 161. 


Nore. In taking dictation it is good practice to take the numbers and pitches of the soprano first, 
the chords afterward. 


——_ 
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Practise the following Intervals: 


(2) 


In the V? chord there will be a minor 9th from the root to the gth of the 


chord, the 5th to the lowered 6th degree of the scale; a diminished 7th from the 


3rd to the gth of the chord, the 7th to the lowered 6th degree of the scale; an 


augmented 2nd from the gth to the 3rd of the chord, the lowered 6th to the 7th 


degree of the scale; and the inversions of these intervals. 


Think the 


(a) ‘Play the. 1, Vj9V°, oV?, Vi and Ichords in’ A major. 


sound of the intervals. 
(b) Play the intervals, determining their sound in relation to the root 


of the chord and the key-centre. 


(c) Sing the intervals. 


(d) ‘Transpose the intervals to G and B major. 
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Exercises for Melodic Dictation and Sight-Singing: 
The first five melodies modulate from A major to f# minor. 


from f# minor to A major. 


The last five 


(3) 


(a) Play the izyv ">I chords of A; V7; I, of f minor, VI, IV; V°; 6V},:1 of 


A major. 


Read each exercise mentally, noting where the 


modulations occur. 
(b) Play the antecedent phrase twice. 


a 
eg 
Ys 

xe) 
So 
3 

22 

gS 

SH 

yep’ 

E 

g 

(e) 

w 
a4 

for) 

8 
icp) 


mentally the number-, then the letter-names. 
(c) Practise the consequent phrase in the same way. 
(d) Play the entire period and sing from memory. 


Bb major. 


Have the melodies dictated as outlined on page 19. 


, B, 


E 


d 


-Transpose to the keys of A, G 


(c) 
(f 
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Section C. 


Absolute Intervals. 


(1) 


Es 
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jor scale from 


chord. To sing a minor 9th 


9 
b 


in the V 
upper tone an octave higher. 


There is a minor 9th in the ma 


5-6; 


g a minor 9th up, using first the 


number-, then the letter-names. 


(a) Play any tone on the piano and sin 
(b) Play any tone on the piano and sin 


using first 


b) 


g a minor gth down 


names. 


the number-, then the letter- 
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_ (2) Rhythmic Drill. Syncopations in 4/4. 
_ (a) Practise using the arm movement to indicate the meter, and sing 
the rhythm to Ja on a major scale. 
. & : 
Oe d d dd é) id A J. d i 


Cire day de ead sae ead 
—@ bl DS STR FETE 
eet alee) oo i waeee oleae cst 


~~ 


me JO ee lot loa alee. bart 


on” 


@ J SUIT TALS 


Sime hes 8 T 
pepe dia J}o iH] 
dy eves odds eed ese 


Se ore 


7 . 2) se rrrs ° t 
d 7 AES lo no | 
Gites acy deved 1a. d d ‘tt 


Nore. In printed music this effect is expressed in both ways. The tie is preferable, as it is best to 
keep the first and third pulses clear to the eye. 


(3) Practise the following Chord Successions: 
(a) Sing each exercise mentally. Test for pitch. 
(b) Sing the letter-, then the number-names. 
(c) Sing to Ja, thinking the number- and the letter-names. 
(d) Sing from dictation and memory. 


If there is trouble in singing the altered form of the chords, go back and sing 
the unaltered form two or three times. Then sing the altered form, concentrating 
on the altered tones. 
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vi A major— 


vf# minor. 


I A major_ 
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I, 


via major 


Ai 


vi f# minor 


first by letter-, then by num- 


> 


(e) Sing the following chord successions 


\ 


I 


7 7 
? Il,,, I,, V ? 
A major 


E major 


aa 


| 
i Vz, I 


| 
Th, Th, 1, 


A major 
7 
3) 


) VI, I,, 


CT)rE 


ber-names: 


A major 
II 
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A major 


(f) - 


Sing the exercises for pitch and key drill on page 188 in the key of 


A major. 


Exercises for Sight-Singing: 


(4) 


Schumann 


=o 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


206 


ee, 


AEE BE Gs DE a So A RT 
CGS EY i” Se Geel eee 
SS ST SES ° ha CS |) GS SRG - ee oe 


(0 eee eee 


| 


bY 


207 


a 
I 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 
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LESSON 22 


Modulations to keys other than the next related keys are known as Extraneous 
Modulations. . | . 

Extraneous modulations may be made by passing through the next related 
major and minor keys in the cycle of keys. ‘There must be at least two chords 


in each key to establish the modulations. In Exercise 1 of Section B (1) the © 


modulations are from Ab to Eb, then to Bb, going back to Ab through c minor. 
In Exercise 3 from Ab to f minor, Eb to g minor, Bb, Eb, and back to Ab. 

In a melody, skips are made to and from the raised 4th and lowered 6th 
degrees in the IIjy, chord. The scale-line, or skips in the II’, V’ or I, chord, 


should follow. 
ee 


Section A. 


(1) Construct periods in the key of Ab major, making extraneous modula- 
tions through the next related keys. Employ the meter and rhythms given on 
page 203. Use the II}, chord. 


Section B. 


(1) Practise the following Chord Successions: 


(a) Play the entire exercise, listening to the character of the chords. 


(b) Pause after each modulation and think the progression into the new 


key.» Test, 
(c) Sing the number-names of the soprano as you play the chords. 
(d) Read the entire exercise mentally. 
(e) Have each exercise dictated as outlined on page 161. 


Note. Go through the exercise after it is written and see that the soprano and chords on the accented 
pulse are in the same key as those on the preceding unaccented pulse. 


4M 
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Practise the following Intervals: 


(2) 


5th to the 3rd of 


; a diminished 3rd from 


, the raised 4th to the lowered 6th degree of the 


In the IT{, chord there will be an augmented 6th from the 


the chord, the lowered 6th to the raised 4th of the scale 


the 3rd to the sth of the chord 


scale. 


| 


V’ and I chords in Ab major. 


Think the 


2#b9 
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(b) Play the intervals determining their sound in relation to the root 


of the chord and the key-centre. 
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(d) 
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Sing the intervals. 
Transpose the intervals to Dp and Bb major. 


(3) Exercises for Melodic Dictation and Sight-Singing: 


(a) 


(b) 


(c) 
(d) 


(e) 
(f) 
(g) 
(h) 


Play the I, V’, I, Ils, In, V", I chords of Ab major. Read each 
melody mentally, noting where each modulation occurs and the 
skips frorh b6 to #4.and #4 to b6. 

In each melody sing the last four or five notes in the key before the 
modulation, then the first few in the new key; first to Ja, thinking 
the number-names, then singing the number-names, Repeat 
several times. Forexample, Melody 1. Sing the second measure 


and the first three notes in the third; after repeating, begin with - 


the di, and sing to the cadence. 

In each melody take the skips >6 to #4 and #4 to b6, and sing the 
4th and 6th degrees without alteration, then in the altered form. 

Play the antecedent phrase twice. Sing from memory to Ja. Sing 
mentally the number-, then the letter-names. Sing both aloud. 

Practise the consequent phrase in the same way. 

Play the entire period and sing from memory. 

Transpose to the keys of A, Bb, B, C, G and F major. 

Have melodies dictated as outlined on page 1g. 


Nore. While the tune is being played, relax and listen, allowing it to make an impression on the mind. 
Do not stop to analyze, or the context of the entire tune is lost. Analyze after it is memorized. In these 
tunes in compound meter, divide each phrase into two sections. i 


gig 
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Figure 2 


Figure 4 


I 


Partial Seq. to Fig. 2 


Mod. Sequence 


bI 


E 


Section C. 


(1) Absolute Intervals. 


There are augmented 6ths in the major scale from b6-#4, 2-7, 4-#2; 
in the minor scale from 6-#4, b2-7; in the IIi,,, Vj and Vj chords. An aug- 
mented 6th sounds the same as a minor 7th, and is sung up and down as the 
minor 7th. ‘There are diminished 3rds in the major scale from #4-b6, 7-2, 
#2-4; in the minor scale, #4—-6, 7-b2. The diminished 3rd sounds the same asa 
major 2nd and is sung up and down as the major 2nd. 


(a) Sing an augmented 6th up and a diminished 3rd down from the 
following pitches, using first the number-, then the letter-names. 
Sing each, first as b6-#4, determining the key of which it is a 
part and resolve it to the perfect 8th from 5-5; then as b2-7, 
determining the key and resolving it to the perfect 8th from 1-8. 


(b) Sing a diminished 3rd up and an augmented 6th down from the 
following pitches, using first the number-, then the letter-names. 
Sing each, first as #4-b6, then as 7—-p2, determining the key and 
resolving each to the perfect prime § and I respectively. 


(2) Rhythmic Drill. Syncopations in 3/4 and 4/4. 


(a) Practise using the arm movement to indicate the meter and sing 
the rhythm to Ja ina major scale. 


ie 
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oe dd dd idd d didd Ape nA UP sist 
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ok egg ida 
Oo te A ora A) 
Ge gae de ae 
Gere Sed we. a 
egg Al date werd 
Uae ow 2 
Sete) vata ey. eect 
Toei ke ¢ Faden eae tau 


Note. The tendency in continuous syncopation is to lose the meter. In onan A these exercises, 
beating the meter makes it physical and you are able to think the rhythm before singing it 


(3) Practise the following Chord Successions: 

(a) Sing each exercise mentally. Test for pitch. If you do not end in 
the key, go back and test after each modulation until the mistake 
is found. It is most important that these exercises and every 
interval of each chord should be thought and sung in tune. 

(b) Sing the letter-, then the number-names. 

(c) Sing to Ja, chinkiog the number- and letter-names. 

(d) Sing ona dictation and memory. 
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34, 


Ab 1124 


oi; 


(e) Sing the following chord successions, first by letter-, then by number- 


then to la. 
Ab major 


names, 


C major 


d minor 


| 


te eo aidan hee GV, el VE VSI VG Ti, Lye 


Ab major 


| 


(2) 2d dacdT iy, Viol Lise Vey WV ok 


| 


Ab major 


yd maj. 


rege a 


g min. 


| 


TVET lg VOT 


7 
29 


_ 


| 
UG te 


Ab major 


f minor 


HeaVeVeE Ih igsN, 


bb minor 


| 


1 V3; 


Think the entire chord before starting to sing it. 
staff. This is difficult and requires slow and painstaking practice. 


eb min. - 


Always visualize on the 


These 


exercises should be worked two or three times a day until they can be thought 


and sung with ease. 


(f) Sing the exercises for pitch and key drill on page 188 in the key of 


Ab major. 
Exercises for Sight-Singing: 


(3) 


| 
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LEsson 23 


In a melody, skips are made to and from the raised 4th, the raised 2nd and 
lowered 6th degree in the IIs, chord. The scale-line, or skips in any form 


of the II’, the I and V’ chords, should follow. heh 


Section A. 


i 
m4 


(1) Construct double periods in the key of E major, making extraneous 
modulations through the next related keys. Use the If, I14s, ITfs,, I1dy,, IV}, 
oV;, V’ and Vx chords as a basis for the melody. : 


Section B. 


(1) Practise the following Chord Successions: 


(a) 
(b) 


(c) 
(d) 
(e) 


Play the entire exercise, listening to the character of the chords. 

Pause before each modulation and think the progression into the . 
new key. ‘Test. 

Sing the number-names of the soprano as you play the chords. 

Read the entire exercise mentally. 

Have each exercise dictated as outlined on page 161. 
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(2) Practise the following Intervals: 


In the II{,, chord there will be a double diminished 5th from the root to the 


the raised 2nd to the lowered 6th degree of the scale; a double 


augmented 4th from the 5th to the root of the chord, the lowered 6th to the 


raised 2nd degree of the scale. 


? 


5th of the chord 


(a) Play the I, ITs, IL%s,, I1Jss,, V7 and I chords in E major. 


Think the 


sound of the intervals. 
(b) Play the intervals, determining their sound in relation to the root of 


centre. 


the chord and the key- 
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(c) Sing the intervals. 
(d) ‘Transpose the intervals to F and D major. 


<3 ss  TOa$™n--eovrNo™o"rwVw-—_ OE 8 ea OO 


> —_e—_o——a =z _ 8 rar 8B 


(3) Exercises for Melodic Dictation: 

(a). Play the I). VI, ‘EV, 1V45 To) Tye, To; Vp 1;: chords of Eemajor. 
Read each exercise mentally, noting where each modulation occurs 
and the skips in the II,, chord. 

(b) In each melody sing the last four or five notes in the key before the 
modulation; then the first few in the new key; first to Ja, thinking 
the number-names, then singing the number-names. 


Note. Sometimes a measure may apparently belong to either the preceding or the following key, 
but the context generally determines which key. In Melody 1, the first measure in the second phrase 
could be the V chord in either c# minor or E major. But as the next measure is undoubtedly the I chord 
in c# minor, it is the V chord of the same key. 


(c) In each melody take the skips in the II},, chord, i.e., #4 to b6, 
#2 to b6, #2 to #4 to b6, and contrast them with the unaltered 
form of the chord. 

(d) Play the antecedent phrase twice. Sing from memory to Ja; sing 
mentally the number-, then the letter-names. Sing both aloud. 

(e) Practise the other phrases in the same way. 

(f) ‘Transpose to the keys of A, B, C, G and F major. 

(g) Have the melody dictated as outlined on page 87. 

Note. Do not try to remember each pitch. Reduce to chord-lines, scale-lines, single, wide and 
consecutive leaps. Make use of the figures, sequences. 


4 Figure 4 Figure Z 


I vi EVE igi, Va ee ar 
Mod. Sequence Mod. Figure 4 
De tal areas eee 
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Sequence 


Fig.2 Mod. and Inv. 


OnE 42)'— Me 1 ee eee! 


: : 
“ed pn se 


Section C. 


(1) Absolute Intervals. . 
There is a double diminished 5th in the major scale from #2-b6; in 
the II, and Vi, chords. The double diminished 5th sounds the same as a 
perfect 4th, and is sung up and down as the perfect 4th. There is a double 
augmented 4th in the major scale from b6-#2. The double augmented 4th 

sounds the same as a perfect 5th, and is sung up and down as the perfect 5th. 
(a) Sing a double diminished 5th up and a double augmented 4th down 
from the following pitches, using first the number-, then the letter- 

names. 


(b) Sing a double augmented 4th up and a double diminished 5th down 
from the following pitches, using first the number-, then the letter- 
names. . 


(2) Rhythmic Drill. Syncopations in 6/8 meter. 
(a) Practise using the arm movement to indicate the meter and sing the 
rhythm to Ja on a major scale. 


i Siad «ddd: 1 desma eld (eee ea sess ul 
Or Jad cee-\aeere van ‘ae dod dew 
@i rd Tadd id dd ce 
(4) dd dddddeied d Dida dddadata: at 
Wo Su idaa adel cieeect sieeve erie r 
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a. a Dae idd did td dd Te dock 
@ TSTiddddd ddd “ddd siddevadea, Venuevoe nt 
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(3) Practise the following Chord Successions: 


(a) Sing each exercise mentally. Test for pitch. Practise in a slow 


tempo. 
(b) Sing the letter- 


(c) 


names. 


then the number- 
Sing to /a, thinking the number- and letter-names. 


Sing from dictation. 


> 


Have someone read the chord symbols to you, 
r- and number-names without reference to the 


Visualize the chord before singing. Use the 


(d) 


and sing the lette 


written exercises. 


tch. Never play the first note of the arpeggio 


d to sing it. 


piano for testing pi 
until you have trie 


ov 
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LESSON 24 


Instead of passing through each successive key in the circle of keys when 


modulating to a remote key, the process may be shortened by making the I chord - 


of any major key the V chord of a minor key, i.e., the I of C major becomes the 


V of f minor, thus covering four harmonic degrees. Also the I of a minor. key — 


may be the IVb of a major key, 1.e., the I of f minor may be treated as the IVp 
of C major. This process of modulation is known as the Modulatory Stride. 


PAL GAG) i Tas: I 
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In a melody the raised 1st degree of the scale may be used as a passing-tone : 


between the 1st and 2nd degrees. Skips may be made to and from the raised 
ist degree in the VI, chord. The scale-line, or skips in the V’ chord, shoul 


follow. 
eo toe , 


vI'y 
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Section A. 


(1) Construct double periods in the key of D major, using the Stride to 
make extraneous modulations. Use the VI} and the altered chords of the 
preceding Lessons as a basis for the melody. - Employ the meter and rhythms 
given on page 222. 


Section B. j 


(1) Practise the following Chord Successions: 


(a) Play the entire exercise, listening to the character of the chords. - 
(b) Pause before each modulation, and think the progression into the 
new key. 


Note. In Exercise (1), first phrase, instead of resolving the V chord of G in the second measure to 
the I chord of G major, g minor is substituted, thus covering four degrees in the circle of keys. In the 
second phrase, the I of g minor sounds like the IV followed by the V of d minor, while the resolution of the 
“V is made in D major. 


(c) Sing the number-names of the soprano as you play the chords. 
(d) Read each exercise mentally. 
(e) Have each exercise dictated as outlined on page 161. 
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(2) Practise the following Intervals: 

In the VI} chord there will be a major 3rd from the root to the 3rd of the 
chord, the 6th to the raised 1st degree of the scale; a minor 3rd from the 3rd 
to the 5th of the chord, the raised 1st to the 3rd degree of the scale; a diminished 
sth from the 3rd to the 7th of the chord, the raised Ist to the 5th degree of the 
scale; a minor 6th from the 3rd to the 8th of the chord, the raised Ist to the 6th 
degree of the scale; a major 6th from the sth to the 3rd of the chord, the 3rd to 
the raised 1st degree of the scale; an augmented 4th from the 7th to the 3rd 
of the chord, the 5th to the raised 1st degree of the scale. . 

(a) Play the I, VIj,, V3, I chords in D major. Think the sound of the 
intervals. 
(b) Play the intervals, determining their sound in relation to the root of 
; the chord and the key-centre. 
(c) Sing the intervals. 
(d) ‘Transpose the intervals to E and C major. 


(3) Exercises for Melodic Dictation: 

(a) Play the I, VI{y, Vi, I chords of D major. Read each exercise 
mentally, noting where the modulations occur and the skips in 
the VIj chord. 

(b) In each melody sing the last four or five notes in the key before the 
modulation, then the first few in the new key, first to Ja, thinking 
the number-names, then singing the number-names. __ 


Nore. The Stride is used in Melody 1 at the beginning of the third phrase which starts with the I 
chord of A major, which is transformed to the V chord of d minor. Again, in the last phrase, second 
measure, the I chord of g minor resolves as the IV into the I of D major. 
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(g) Have the melody 


Notre. Make use of the parallel construction in memorizing the double periods. 
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Section C. 


Syncopations in 6/8 meter. 
(a) Practise using the arm movement to indicate the meter and sing 


Rhythmic Drill. 


(1) 


the rhythm to /a on a major scale. 
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(e) Sing the following chord successions, first by letter-, then by number- 
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(f) Exercises for pitch and key drill. 


Sing in all keys to number- and 
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Exercises for Sight-Singing: 
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LESSON 25 
In a melody a note which is retained by a tie, or is repeated from the pre- 


ceding pulse and resolves diatonically down, rarely up, is a suspension. ‘This 
tone is felt to be a part of the chord on the preceding pulse and to stand in place 


of the tone into which it resolves. 


The raised 6th degree of the scale may be used as a passing-tone between the 
6th and the 7th degrees, or the 7th and 6th degrees. Skips may be made to and 
from the raised 6th degree in the VI4, chord. The raised 6th degree is always 
used with the raised 1st degree in the VI’ chord. The scale-line, or skips in the 


V’ chord, should follow. 


Section A. 


(1) Construct double periods in the key of E major, using the Stride to 
make extraneous modulations. Use suspensions and skips in the VIf, chord. 
Employ the meter and rhythms given on page 232. 


Section B. 


(1) Practise the following Chord Successions: 
(a) Play the entire exercise, listening to the character of the chords. 
(b) Pause before each modulation and think the progression into the 
new key. | 
(c) Sing the number-names of the soprano as you play the chords. 
(d) Read each exercise mentally. 
(e) Have each exercise dictated as outlined on page 161. 
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(2) Practise the following Intervals: 


In the VI, chord, there will be a minor 3rd from the root to the 3rd of the 


chord, the raised 6th to the raised 1st degree of the scale; 


a diminished 5th from 


the root to the sth of the chord, the raised 6th to the 3rd degree of the scale; a 


? 


diminished 7th from the root to the 7th of the chord, the raised 6th to the 5th 


degree of the scale; and the inversions of these intervals. 


Think the 


i, 1 chords in E major. 


GyePlay theal, VE, VIL Vite 


sound of the intervals. 
(b) Play the intervals, determining their sound in relation to the root of 


the chord and the key-centre. 


(c) Sing the intervals. 


(d) Transpose the intervals to F and D major. 


If there is trouble in hearing the intervals formed by the altered tones, contrast them with 


the intervals formed by the same scale steps unaltered. 


Nore. 
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(3) Exercises for Melodic Dictation: 

(a)? Play: the) T° V1, Vii 0) Ue Vv GL chords: im Eamajor.  Readsenen 
exercise mentally, noting where the modulations occur and the 
use of the VIzs chord. 

(b) In each melody sing the last four or five notes in the key before the 
modulation, then the first few in the new key, first to la, thinking 
the number-names, then singing the number-names. 

(c) Sing the skips in the VI{, chord, first in the unaltered form, then 
with the raised 6th and 1st degrees. Do the same with the skips 
in the other altered chords. 

(d) Note the suspensions and sing the two tones that make the suspen- 
sion, first without the tie, i.e., placing the second tone on the 
accent, then as written. Contrast several times until the effect is 
mentally grasped. : 

(e) Play the antecedent phrase twice. Sing from memory to Ja, sing 
mentally the number-, then the letter-names. Sing both aloud. 

(f) Practise the other phrases in the same way. 

(g) ‘Transpose to the keys of A, D, G, C and F major. 

(h) Have the melody dictated as outlined on page 87. 


Nore. In these 6/8 syncopations, keep the pulse clearly in mind. As you read or think the tune, 
beat the meter, using the arm movements, down, up. 
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Section C. 


(1) Rhythmic Drill. The tie in 2/4 and 3/4 meter. . 
(a) Practise using the arm movement to indicate the meter, and sing 
the rhythm to Ja in a major scale. 


Nore. In singing a tied note over the bar, a slight crescendo is made up to the note, and a pressure 


given on the note, so as to preserve the metric accent. (1) - é ' FI 
Nee 
— > 
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(2) Practise the following Chord Successions: 
(a) Sing each exercise mentally at a slow tempo. 
(b) Sing the letter-, then the number-names. 
(c) Sing to Ja, thinking the number- and the letter-names. 
(d) Sing from dictation. 


Norte. Work carefully for correct intonation. 
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Sing the following chord successions, 
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B maj. 
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Exercises for Sight-Singing: 


(3) 


245 


e 


FS Ge ee es (SS 
a ag it el a 


Br eS ST 


| 
; 
| 
: 


EE) A) A | 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


246 


247 


Da Capo al Fine 


any time after a cadence 
Cadential and Sequential 


These are known as 
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Abrupt modulations to remote keys may be made at 


and in the sequence of a figure. 


ee 
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Modulations. In all modulations it is best to have common tones. In Exercise 
1, Section B (1), first phrase, after the cadence in B, the next chord is the I of 
G. ‘This sounds well, because of the common tone B. In Exercise 3 there is 
a repetition in b minor of the first three chords. In Exercise 2 there is a repeti- 
tion in minor of the first two chords, then an abrupt modulation to C major, 
keeping the same soprano, then a modulation back to B, through e minor, using 
the Stride. In Exercise 4 there is an abrupt modulat.on to D major, making 
the 1st degree of B the 6th of D; then a modulation to b minor and a cadence in 
B major. 

A Diminished Seventh-Chord is a seventh-chord, all the tones of which are 
a minor third apart. ,In each major key, there are two: 9V° chord, and 


the IV{, chord: 


The diminished seventh-chord is most useful in modulating, as each chord 
may be spelled in four or five ways and resolved asa oV?, I1j,, VI, or IV}, chord. 


eS ———— 


9 St : 
vb C maj. & c min. ob A maj. & amin. 


I1ty Ab maj. fy F maj. 
VI'¥e Db maj. VI44y Bb maj. 
IV, £ min. IV, d min. 
N°, FHmaj. & f# min, v% Eb v9 Gh 
Tt, D maj. nt, cb 
Vit, G maj. 1V4, Seek 
IV ty b min, — 
Section A. 


(1) Construct double periods in the key of B major, using cadential and 


= os 
— 


sequential modulations to remote keys. Use suspensions and skips in the © 


‘diminished seventh-chords. . Embellish the tones of the chord by jumping from 
the lower to the upper, or from the upper to the lower neighbors. Employ the 
meter and rhythms given on page 242. 


Section B. 
(1) Practise the following Chord Successions: : 
(a) Play the entire exercise, listening to the character of the chords. 


(b) Pause before each modulation, and think the progression into the 


new: key. 
(c) Sing the number-names of the soprano as you play the chords. 
(d) Read each exercise mentally. 
(e) Have each exercise dictated as outlined on page 161. 


Nore. In taking down the chord symbols, do not try to analyze the keys. Write down the symbois 
of the chords as you hear them, and determine the keys from the soprano. 
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Practise the following Intervals: 


(2) 


(a) Play the I, V’, I chords in B major. 


Think the sound of the intervals. 


of the chord and the key-centre. 


(b) Play the intervals, determining their sound in relation to the root 
(c). Sing the intervals. 


(d) ‘Transpose the intervals to C and A major. 
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(3) Exercises for Melodic Dictation: 
(a) Play the I, VIi., Vi, 1, 1124,, Is; Vz, I chords in B major: Read each 
exercise mentally, noting where the modulations occur and how 
they are made. 


In Melody 1, the end of the second phrase is an authentic cadence in F# major; 
the next phrase begins with the tonic chord of D major without any introduction, 
but keeping the common tone F sharp. In Melody 4, the first section of the 
third phrase is a figure in G major, the second section a sequence of this figure 
in E major. 


(b) In each melody, sing the last four or five notes in the key before the 
modulation, then the first few in the new key, first to Ja, thinking 
the number-names, then singing the number-names. Where the 
modulations are made in sequence, sing the entire figure. 

(c) Note the suspensions and the neighboring notes. 

(d) Play the antecedent phrase twice. Sing from memory to la. Sing 
mentally the number-, then the letter-names. Sing both aloud. 

(e) Practise the other phrases in the same way. 

(f) ‘Transpose to the keys of A, G and C major. 

(g) Have the melody dictated as outlined on page 87. 


Nore. In these abrupt modulations, determine the number-name of the pitch first, then the letter- 
name. 


Figure. Sequence 
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(1) Rhythmic Drill. 


(a) Practise, using the arm movement to indicate the meter. 


The tie in 4/4 meter. 


rhythm to Ja on a major scale. 
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(2) Practise the following Chord Successions: 


(a) Sing each exercise mentally. 
(b) Sing the letter-, then the number-names. 


(c) 


Sing to da, tinkine the number- and the letter-names. 


(d) Sing fom dictation. 
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(ce) Sing the following chord successions 
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LESSON 27 


When a tone on the last half of the pulse is repeated, anticipating the tone 
on the first half of the next pulse, it is an Anticipation. An Anticipation is 


generally a short note. 


The lowered 2nd degree of the scale is used as a chromatic passing-tone from 
the 2nd degree to the rst degree of the scale. Skips may be made to and from 
the lowered 2nd degree in the V3, chord. Scale-line, or skips in the I chord, 


should follow. ae 


vi, 
Section A. 


(1) Construct double periods in the key of F major, using cadential and 
sequential modulations to remote keys. Use anticipations, suspensions and 
skips in the Vj, chord. Employ the meter and rhythms given on page 252. 


Section B. 


(1) Practise the following Chord Successions: 
(a) Play the entire exercise, listening to the character of the chords. 
(b) Pause before each modulation and think the progression into the 
new key. 
(c) Sing the number-names of the soprano as you play the chords. 
(e) Have each exercise dictated as outlined on page 161. 
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Practise the following Intervals: 


(2) 
-In the V3, chord, there will be a major 3rd, from the 5th to the 7th of the 


chord, the lowered 2nd to the 4th degree of the scale; an augmented 4th from the 


augmented 6th from the 5th to the 3rd of the chord, the lowered 2nd to the 7th 


sth to the root of the chord, the lowered 2nd to the 5th degree of the scale; an 
degree of the scale. 


Think the sound of the 


(a) Play the I, V3, V3,, I chords in F major. 


intervals. 
(b) Play the intervals, determining their sound in relation to the root 


of the chord and the key-centre. 


Sing the intervals. 
(d) ‘Transpose the intervals to E and G major. 


(c) 
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(3) Exercises for Melodic Dictation: 


(a) 


(b) 


(c) 
(d) 
(e) 


(f) 
(g) 


Play the I, Vi, 1, IDag, Tees, 12, V3, V3,, I chords in F major, and 
read the exercises mentally, noting the modulations, suspensions 
and anticipations. 

In each melody sing the last four or five notes in the key before the 
modulation, then the first few in the new key, first to Ja, thinking 
the number-names, then singing the number-names. 

Sing the tones which make the suspension, first without the suspen- 
sion, then as written. Practise the anticipation in the same way. 

Play the antecedent phrase twice. Sing from memory to la. Sing 
mentally the number-names, then the letter-names. Sing both 
aloud. 

Practise the other phrases in the same way. 

Transpose to the keys of B, A, E, D and G major. 

Have each melody dictated as outlined on page 87. 


Nore. Divide the phrases into two sections. Have the entire phrase dictated, because the phrase 
is a complete thought and must be grasped as such. 


261 


TRAINING AND SIGHT-SINGI 


ADVANCED EAR- 


262 ADVANCED EAR-TRAINING AND SIGHT-SINGING 


Section C. 
(1) Rhythmic Drill. The tie in 6/8 meter. 


(a) Practise, using the arm movement to indicate the meter. Sing the 
rhythm to /a on a major scale. 


Note. Use the arm movement two pulses to a measure. The mind subdivides each pulse into trip- 

lets. In singing make the metric pulse clear to the listener by pressure on the tied note. This effect can 

also be made on the violin by an added pressure of the bow. Onthe piano this is not possible, but the pianist 
will find that his playing is much more rhythmic, therefore interesting, if he makes the effect mentally. 
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(2) Practise the following Chord Successions: 
(a) Sing each exercise mentally. 
(b) Sing the letter-, then the number-names. 
(c) Sing to Ja, thinking the number-, and the letter-names. 
(d) Sing from dictation. 


(4) | 
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(3) Exercises for Sight-Singing: 
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LEsson 28 
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Abrupt modulations to remote keys may be made at an 


but is best in the 
In Exercise 2 
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Abrupt modulations may also be made by enharmonically changing the 
pitch of atone. This is known as Enharmonic Modulation. In Exercise 1 the 
pitch Ab, the fifth of the key of Dp major, becomes G#, the 7th degree of a minor. 

In a melody, skips may be made to and from the lowered 2nd degree of the 
scale in the II,, chord with the lowered 6th degree. Scale-line or skips in the 


V’ chord should follow. Gig 


TI, 
Section A. 


(1) Construct double periods in the key of C major, using chromatic and 
enharmonic modulations to remote keys. Use anticipations, suspensions and 
skips in the II,, chord. Employ the meter and rhythms given on page 262. 


Norse. The chromatic inflection in a melody may often be either a modulation or an altered tone in 
the key, the modulation being determined by the harmonization. 


Section B. 


(1) Practise the following Chord Successions: 


(a) Play the entire exercise, listening to the character of the chords. 

(b) Pause before each modulation and think the progression into the 
new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Have each exercise dictated as outlined on page 161. 


Nore. In Exercise 1, fifth measure, you hear that the Ab has become G#, because Ab could not be the 
7th degree of the scale. In Exercises 2 and 3 the key of Cb could have been used in the place of B. 
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Practise the following Intervals: 


(2) 


In the II,, chord there will be a major 3rd from the root to the 3rd of the 
chord, the lowered 2nd to the 4th degree of the scale; a perfect 5th from the 


root to the 5th of the chord, the lowered 2nd to the lowered 6th degree of the 


scale; and the inversions of these intervals. 


Caio Play then 1s IV, II, II,,, V3 and I chords in the key of C nisjore 


Think the sound of the intervals. 
(b) Play the intervals, determining their sound in relation to the root 


of the chord and the key-centre. 


(c) Sing the intervals. 


(d) ‘Transpose the intervals to F, D and B major. 
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Exercises for Melodic Dictation: 


(3) 


and 
suspensions 


p) 


b 


I chords in the key of C major 


Est ¥ 


VG I, II, 


? 


7 
2b9 
read the exercises mentally, noting the modulations 
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(b) In each melody sing the last few notes in the key before the modu- 
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(d) Play the antecedent phrase twice, 


Sing 
‘Sing 


sing from memory to Ja. 
e) 


mentally the number-names 


both aloud. 
(e) Practise the other phrases in the same way. 


(f) ‘Transpose to other major keys. 


then use the letter-names. 


(g) Have each melody dictated as outlined on page 87. 


e&. Mod.Seq. 


Part. Fi 


Fi 


Figure 
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Section C. 


Review. Rhythms from Bach. 
(a)’ Practise using the arm movement to indicate the meter. 


(1) Rhythmic Drill. 


Sing the 


rhythm to Ja on a major scale. 
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Practise the following Chord Successions: 


(2) 


Sing the letter-, then the number-names. 


(a) Sing each exercise mentally. 


(b) 


names. 


and the letter- 


thinking the number- 


(d) Sing from dictation. 


(c) Sing to la, 


a 
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Exercises for Sight-Singing: 
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Lesson 29 


In a melody, skips are often made from above to the lower neighbor of a tone, 


An entire arpeggio may be 


Bb chord in the sixth measure of Melody 3, 


Cc 


as th 
The neighbor generally resolves immediately to the tone 


or from below to the upper neighbor of a tone. 


embellished in this way, 


though 
chord 


he other neighbor before resolving, as in the first measure of 


Melody 3, Section B (3). 


9 


line or skips in the V’ 


Scale- 


(3). 


Skips may be made to and from the lowered 2nd degree of the scale in the 


it may jump to t 


Section B 
oV» Chord with the lowered 6th degree. 


should follow. 


2b, 
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Section A. 


(x) Construct double periods in the key of D major, using all types of modu- 
lations to next related and remote keys. Use anticipations, suspensions and 
skips in the 9V?, chord. Embellish tones by jumping to the neighbors. Em- 
ploy the meter and rhythms given on pages 270-271. 


Section B. 
(1) Practise the following Chord Successions: | 
(a) Play the entire exercise, listening to the character of the chords. 
(b) Pause before each modulation and think the progression into the — 
new key. 
(c) Sing the number-names of the soprano as you play the chords. 
(d) Have each exercise dictated as outlined on page I6r1. 


Eo jay © 


(2) Practise the following Intervals: 
The same intervals will be found in the 9V}, chord as in the II,, chord. 


(a) Play the I, IV, Il, Ii, oV}, V3,, and I chords in the key of 
D major. ‘Think the sound of the intervals. 
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(b) Play the intervals, deterring their sound in relation to the root 
of the chord aad the key-centre. 

(c) Sing the intervals. 

(d) Transpose the intervals to other major keys. 


(3) Exercises for Melodic Dictation: 
(a) Play the J, V3, li, IV, Uy, 12, V’ and I chords in the key of 


D major. Read 8) exercise mentally, noting the modulations, 
suspensions, anticipations and neighboring tones. 

(b) Sing the last few notes in the key before the modulation, then the 
first few in the new key, first to Ja, thinking the number-names, 
then singing the number-names. 

(c) Sing the measures which have skips in the II, chord. Contract 
the altered and unaltered forms of this arpeggio. 

(d) Play the antecedent phrase twice, sing from memory to Ja; sing 
mentally the number-, then the letter-names. Sing both aloud. 

(e) Practise the other phrases in the same way. 

({) ‘Transpose to other major keys. 
i (g) Have each melody dictated as outlined on page 87. 
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Section C. 


(1) Rhythmic Drill. Regular Rhythm in 9/8 meter. 


(a) Practise using the arm movement to indicate the meter. Sing the 
rhythm to Ja on a major scale. In 9/8 meter use the same arm movement 
as for triple meter, and mentally subdivide each pulse into triplets. All of 
the rhythmic figures used in 6/8 are found in 9/8 meter. 
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(2) Practise the following Chord Successions: 


(a) Sing each exercise mentally. 

(b) Sing the letter-, then the number-names. 

(c) Sing to Ja, thinking the number- and the letter-names. 
(d) Sing from dictation. : 


Norte. Sing the chords that are enharmonically changed, with both spellings and resolutions. Work 
carefully for correct intonation, as these exercises serve no purpose unless sung perfectly in tune. 
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(e) Sing the following chord successions, first by letter-, then by num- 


F major 


D major 


then to la: (1) I 


names, 


ber- 


D major 


(3) Exercises for Sight-Singing: 
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LESSON 30 


Abrupt modulations may be made to any key by retaining and using as a 
pivot a tone common to both keys. This is known as Pivotal Modulation. In 
Exercise 1, Section B (1), the 1st degree of c minor becomes the 4th of G major; 
the 3rd degree of G major becomes the-5th of E major. In Exercise 2 the C 
in the soprano, the 8th degree in c minor, becomes the leading-tone of Db; the . 
Db in the soprano, the 1st degree of Dp, enharmonically changes to C# and. 
becomes the 7th degree of d minor. 

In minor the 6th degree is raised in the ascending form of the melodic scale, 


and is harmonized by the II,, II/, IV, or IVi chords. 


Section A. 


(1) Construct double periods in c minor, using pivotal and all other types of 
modulation to next related and remote keys. Use anticipations, suspensions, 
and skips in chords embellished by jumping to the neighbors. Employ the 
meter and rhythms given on page 279. 


Section B. 


(1) Practise the following Chord Successions: 
(a) Play the entire exercise, listening to the character of the chords and 
modulations. 


285. 
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progression into the 


(b) Pause before each modulation and think the 


new key. 
(c) Sing the number- 
(d) Have each exerci 


names of the soprano as you play the chords. 


se dictated as outlined on page 161. 


I 


2] Se eS 


(2) Practise the following Intervals: 


(a) Play the I, IV,, II,, V’ and I chords in the key of ¢ minor. 


Think 


the sound of the intervals. 


286 ADVANCED EAR-TRAINING AND SIGHT-SINGING 


© (b) Play the intervals, determining their sound in relation tothe root 
of the chord and the key-centre. Note the-altered intervals 
» resulting from the melodic form of the scale. =) > ° 
(c) Sing the intervals. 8} pp SENS) SBE 
(d) Transpose the intervals to other minor keys. 


(3) Exercises for Melodic Dictation: 
(a) Play the I, V",I,1V,;IIf, V’ and I chords in the key of c minor, 


Read each exercise mentally, noting the modulations and embel- 
lishments. 

(b) Sing the last few notes in the key before the modulation, then the 
first few in the new key, first to Ja, thinking the number-names, 
then singing the number-names. 

(c) Play the antecedent phrase twice, sing from memory to Ja. Sing 

. mentally the number-, then the letter-names. Sing both aloud. 

(d) Practise the other phrases in the same way. ae 

(e) Transpose to other minor keys. 

(f) Have each melody dictated as outlined on page 87. 
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(1) Rhythmic Drill. Irregular Rhythm in 9/8 meter. 
(a) Practise using the arm movement to indicate the meter. Sing the 
rhythm to Ja, on a major scale. 
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(2) Practise the following Chord Successions: 
(a) Sing each exercise mentally. 
(b) Sing the letter, then the number-names. 
(c) Sing to Ja, thinking the number- and letter-names. 
(d) Sing from dictation. 
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Sing the following chord successions, first by letter-, then by number- 


(e) 


¢ minor 
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Exercises for Sight-Singing: 
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C.al Fine 


D. 
and employ the meter 


using all types of modulaticn to 


LEsson 31 


Use all embellishments, 


"e 


(1) Construct double periods in e minor, 


Section A. 


_ next related and remote keys. 


88. 


and rhythms given on page 2 
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Section B. 


following Chord Successions: 


Practise the 


(1) 


(a) Piay the entire exercise, listening to the character of the chords and 


modulations. 
(b) Pause before each modulation and think the progression into the 


new key. 
(c) Sing the number- 


(d) Have each exerci 


names of the soprano as you play the chords. 


se dictated as outlined on page 161. 
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(2) Practise the following Intervals: 
(a) Play the I, IV, Il;, V3 and I chords in the key of e minor. Think 


the sound of the intervals. 
(b) Play the intervals, determining their sound in relation to the root. 
of the chords and the key-centre. 
(c) Sing the intervals. 
(d) ‘Transpose the intervals to other minor keys. 


(3) Exercises for Melodic Dictation: 
(a) Play the I, IV,, ITj,, I:, V’ and I chords in the key of e minor. Read’ 


each exercise mentally, noting the modulations and embellish- 
ments. 

(b) Sing the last few notes in the key before the modulation, then the 
first few in the new key, first to Ja, thinking the number-names,. 
then singing the number-names. 

(c) Play the antecedent phrase twice. Sing from memory to Ja. Sing 
mentally the number-names, then use the letter-names. Sing both. 
aloud. : 

(d) Practise the other phrases in the same way. 

(e) Transpose to other minor keys. 

(f) Have each melody dictated as outlined on page 87. 
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Section C. 
(1) Rhythmic Drill, Regular Rhythm in 12/8 meter. 


(a) Practise using the arm movement to indicate the meter. Sing the 
rhythm to Ja on a major scale. In 12/8 meter use the same arm 
movement as for quadruple meter and mentally subdivide each 
pulse into triplets. All the rhythmic figures used in 6/8 are found 
in 12/8 meter. . 
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Practise the following Chord Successions: 
(a) Sing each exercise mentally. 
(b) Sing theletter-names, then use the number-names. 
(c) Sing to Ja, thinking the number- and letter-names. 
(d) Sing from dictation. 
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(3) Exercises for Sight-Singing: 
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song-form beginning in major will be a perfect authentic cadence in the key, or 
a heavy cadence in the key of the dominant; if beginning in minor, it will be 


an authentic cadence in the relative key. 


The Two-part Song-form resembles and is hard to distinguish from the con- 
trasting double period, the difference being that the cadence at the end of a part 
is heavier than that at the end of the first period. Many hymn-tunes and 
popular songs are written in this form. _ 

In minor the 4th degree is raised in the IIj, and IV{, chords. 


| Vit 
The 4th degree is raised in conjunction with the 6th in the II, IIi,, IVa, 


and IV}, chords. 


Section A. 

(1) Construct Two-part Song-forms in f minor, using all types of modula- 
tions to next related and remote ‘keys. Use all embellishments, and employ the 
meter and rhythms given on page 297. 


Section B. 
(1) Practise the following Chord Successions: 

(a) Play the entire exercise, listening to the character of the chords and 
modulations. ; 

(b) Pause before each modulation and think the progression into the 
new key. 

(c) Sing the number-names of the soprano as you play the chords. 

(d) Have each exercise dictated as outlined on page 161. 
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following Intervals: 


(2) Practise the 


Think 


(a) Play the I, IVs, I1j,, V’ and I chords in the key of f minor. 


the sound of the intervals. 
(b) Play the intervals, determining their sound in relation to the root 


of the chords and the key-centre. 


(c) Sing the intervals. 


(d) ‘Transpose the intervals to other minor keys. 
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Exercises for Melodic Dictation: 
(a) Play the ue BVis IVi,., Tit I,, Vi 


(3) 


and I chords in the key of f minor. 


noting the modulations and em-. 


Read each exercise mentally, 


bellishments. 
(b) Sing the last few notes in the key before the modulation, then the 


Sing 
Sing 


? 
thinking the number-names,. 


first to Ja, 
Sing from memory to Ja. 


first few in the new key, 
_then singing the number-names. 


(c) Play the antecedent phrase twice. 


mentally the number-names, then use the letter-names. 


both aloud. . 
(d) Practise the other phrases in the same wa 


y. 


» Transpose to other minor keys. 


(e) 
(f) 


Have each melody dictated as outlined on page 87. 


rH | 
HF 
3 
sal 


or ear 
he ey 
’ 


ADVANCED EAR-TRAINING AND SIGHT-SINGING 


306 


a ee SS 


7 


Section C. 


Sing the 


re 
oO 
as) 
S 
o 
ia 
7B) 
Bee 
os 
One Os 
om 
'sikac} 
00 .& 
Fa 
Size 


Irregular Rhythm in 1 
the arm movement t 


rhythm to Ja on a major scale. 


(1) Rhythmic Drill. 
(a) Practise using 
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(2) Practise the following Chord Successions: 
(a) Sing each exercise mentally. 
(b) Sing the letter-, then the number-names. 
(c) Sing to la, eNinne the number- and letter-names. 
(d) Sing from dictation. 
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(e) Sing the following chord successions 
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LESSON 33 


When three parts are used, the composition is known as a Three-Part Song- 


In the Three-part Song-form the third part is always an exact or modified 


Form. 


This is the most common construction in all art 
most songs and short piano pieces are written in this 


-form. ‘The cadence at the end of the first part is the same asin the two-part 


repetition of the first part. 


9 


The aria da capo 


forms. 


song-form; the cadence at the end of the second part is generally a perfect au- 
thentic cadence in the key of thé dominant or dominant harmony in the key 


? 


the cadence at the end of the third part is a perfect authentic cadence in the key. 


Part I 


Part I 


Il? and gV? chords. 


In minor the 2nd degree is lowered in the II,, 
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Section A. 


(1) Construct Three-part Song-forms in c# minor, using all types of modu- 


and employ 


Use all embellishments, 


lations to next related and remote keys. 


the meter and rhythms given on page 307. 


Section B. 


(1) Practise the following Chord Successions: 


listening to the character of the chords and 


4 


(a) Play the entire exercise 


modulations. 
(b) Pause before each modulation and think the progression into the 


new key. 
(c) Sing the number-names of the soprano as you play the chords. 


(d) 


Have each exercise dictated as outlined on page 161. 
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(2) Practise the following Intervals: 

Play the I, IV, II,,, V7 and I chords in the key of c# minor. Think_ 
the sound of the intervals. 

Play the intervals, determining their sound in relation to the root 
of the chords and the key-centre. 

Sing the intervals. 

Transpose the intervals to other minor keys. 


(a) 


(3) Exercises for Melodic Dictation: 
(a) 


(b). 


(c) 


: (d) 
(e) 
(f) 


Play the I, IV, II,,, 1,, V’ and I chords in the key of c# minor. Read 
each exercise mentally, noting the modulations and embellish- 
ments. 

Sing the last few notes in the key before the modulation, then the 
first few in the new key, first to Ja, thinking the number-names, 
then singing the number-names. 

Play the antecedent phrase twice. Sing from memory to Ja. Sing 
mentally the number-names, then use the letter-names. Sing 
both aloud. 

Practise the other phrases in the same way. 

Transpose to other minor keys. 

Have each melody dictated as outlined on page 87. 
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Modified Repetition 
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Section C. 


Five Pulse Measure. 


Rhythmic Drill. . 
A five pulse meter is generally the result of combining a duple and a triple 


(1) 


by 
In 5 


The duple and triple measure are signified either by the beaming, 


the slurs, or by dotted bars dividing the measure. 
The Tschaikowsky example combines a duple and a triple measure. 


and 6 Debussy draws a dotted bar to show the division. 
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(2) rere the following Chord Successions: 
a) Sing each exercise mentally. 
(b) Sing the letter-names, then use the number-names. 
(c) Sing to Ja, thinking the number- and letter-names. 
(d) Sing eon dictation. 
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first by letter-, then by number-- 
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(e) Sing the following chord successions 


names, then to la: 


c# minor 
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(3) Exercises for Sight-Singing: 
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INTERVALS 


Position To sing as Unrelated 


Lesson 


On Staff In Major Scale In Minor Scale In Chords 


eS | | |S | 


Major 2nd All but e-f, b-c | All but 3-4, 7-8 All but 2-3, 5-6, 7-8 | All 7th Chords 
but the IV’, I’ 


Minor 2nd E-f, b-c 3-4, 7-8 2-3, 5-6, 7-8 IV? and I? 


Major 3rd__ | Fromc,f&g | From1,4&5 From 3, 5 & 6 All Chords but 


the VII 
Minor 3rd From d,e,a&b | From 2, 3, 6 &7 From 1,2,4&7 All Chords 
Perfect 4th | All but f-b All but 4-7 All but 4-7, 6-2, 7-3 | All but VII 
Perfect 5th | All but b-f All but 7-4 All but 7-4, 2-6, 3-7 | All but VII 
Major 6th Fromc,d,f&g | From 1, 2,4 &5 From 2, 3, 4 & 6 All Chords 


—_—_———=—=—_—_—_———_ | | | ) 


Minor 6th Frome, a & b From 3, 6 &7 From 1,5 &7 All Chords but 
. Vil 


Major 7th Fromc & f From 1 & 4 From 1, 3 & 6 Iv’ 


eR a | | 


Minor 7th From d, e, g, a | From 2, 3,5,6 &7| From2,4,5 &7 All 7th Chords 
) & b but IV’, I? 


Aug. 4th From f-b From 4-7, 1-#4, b6-2, | From 4-7, 6-2, 1-#4, | V7, II"##, II’b, 

6-#2, 3-#6 3-46 oV>, VITHH 

Dim. 5th From b-f From 7-4, #4-1, 2-b6, | From 7-4, 2-6, #4-8, 
#2-6, #6-3 46-3 


a | Rs |e RR RY et | 


Dim. 7th From 7-b6, #2-8, | From 7-6, #4-3 o V°, II7##, VI7## | Same as Same as 
#6-5 Major 6th | Major 6th 
Aug. 2nd From 6-7, 8-#2, | From 6-7, 3-#4 Minor 3rd | Minor 3rd 


5-46 


i ee | ee ee pe ee! ee 


From 5-#2 From 3-7 V# in Maj. Minor 6th | Minor 6th 
III in Min. 
Dim. 4th From #2-5 From 7-3 Major 3rd | Major 3rd 
Minor 9th From 5-b6 From 5-6 V% Minor 2nd| Minor 2nd 
Aug. 6th From )6-#4, 2-7, | From 6-#4, b2-7 I##b, Vb, VE | Minor 7th | Minor 7th 
4-22 
Dim. 3rd From #4-b6, 7-b8, | From #4-6, 7-b2 Major 2nd | Major 2nd 
Double Dim. From #2-p6 Il"##b, V°#b Per. 4th Per. 4th 
5th 
eee Aug. From )6-#2 Per. 5th Per. 5th 
At 
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zi USIC THEORY is a study which has become ig 
PAD essential to the fully equipped musician, and Ds 
which, in consequence, most pupils take up as a part Ie 

of their proper musical education. It is generally 1d 

ed 


followed as a separate subject from the pupil’s chosen 
instrument or particular field; very few realize its far- 


yu. 
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reaching application and value. 
This book is an endeavor to show the teachers and 
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ea, 


pupils of piano how to apply, at the keyboard, each 


ih 


theoretic point and to give exercises for practice. 
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